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Samuel Beckett became famous internationally for his plays which 
express meaningful nothingness, emptiness, formlessness, ambiguity 
and absurdity. He was both praised and debunked by his reviewers and 
critics. After the boom of the success of his play Waiting for Godot, he 
was acknowledged as a genius. 
If one considers the voluminous critical study on Beckett, we 
find that the aspects of convention and realism of Beckett's dramaturgy 
have been by and large, ignored because he has written plays which are 
totally different from the traditional plays in which plot, characters and 
locations are presented like in modern drama. Though he was a 
playwright of modern drama, Esslin Martin considers him as the famous 
and representative writer of the theatre of the absurd. 
The present study aims at bridging the gap between the 
thematic and biographical studies of his plays and the application of the 
dramatic techniques. The critics who have dealt with the technical 
aspects of Beckett's plays have quite often given a generalized 
evaluation, that Beckett was a traditional dramatist in his early phase of 
creative career and turned to absurdism in later phase. 
The present study is an effort to explore that how seeds of 
non-realistic technical devices were present in Beckett's plays right from 
the very beginning of his dramatic career. The researcher has tried to 
establish that the plays of his early phase may be designated as an 
anticipation to cultivate a vision of the absurdity, later the comic and 
pathetic elements in his theatrical works were used selectively to form 
an affinity with modern theatrical trends of the theatre of the absurd. 
That is why the plays which bear direct expression of the Theatre of the 
Absurd have been analysed in detail such as, Endgame, Happy Days, 
\Na\tmg for Godot, Krapp's Last Tape, and Act Without Words I & U. His 
other minor short length plays, that have no direct association with the 
main contention of the thesis, have also been given adequate critical 
attention. 
The study is divided into six sections. Chapter - I (Theatre of 
the Absurd: An Introduction) deals with the history of the Absurd 
Theatre and a brief survey of the scholarship of Beckett and other 
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contemporary playwrights' criticism have also been included. This 
chapter highlights Samuel Beckett's contribution to the theatre of the 
absurd and presents Martin Esslin's classification of the theatre of the 
absurd, emphasizing a progressive approach in its expansion, rather 
than an insurgent one. 
Chapter - II (Evolution of an Absurdist: Autobiographical 
Bearings in Beckett's Works) throws light on the life and literary works 
of Samuel Beckett. This chapter is further divided into three sections: 
first section deals with the early phase, while the second and the third 
section deal with the later phases. The significance of this chapter lies in 
establishing the relationship between the life and works of the author. 
Beckett's works were an outlet for the sufferings and traumatic 
experiences of his life. Perhaps, this is the reason he could so profoundly 
deal with the darker and lesser known areas of human psyche. 
Chapter- III {WaitmgjorGodot: A Blend of Comic-Pathetic) is a 
critique of the play in the light of the blend of the comic and pathetic 
elements. What made this play so famous was the absence of pure 
clowning in the tramps, figured as protagonist. This section deals with 
digging out the pathos and comedy in the play on the level of language, 
relationships and the use of slapstick humour. It is interesting to note 
that such insignificant characters hold a saner, comprehensive insight, 
and created a complete vision of the universe as an absurd blend of 
comic-pathetic. 
Chapter - IV (Bleak and Bright World Views: Endgame and 
Happy Days) presents an account of the two plays that abound in the 
chief characters encounter with the bleak and bright aspects. The 
characters go through the agony of living a life devoid of any purpose. 
The chapter examines Beckett's morbid world of death, decay, and 
unfruitfulness along with the humorous outbreaks that establish his 
plays as truly a combination of comic and tragic spirits. 
Beckett's techniques of pantomime have been elaborated in 
Chapter - V (Listening the Unsaid: Krapp's Last Tape and Act Without 
Words I & II). The present chapter examines the thematic concerns of 
Beckett's plays with quests, struggles and expectations for a meaningful 
and dignified existence. However, the characters' endeavours to place 
themselves in an acceptable social structure are shown as nullified in 
both the plays. The work also focuses on how the plays evoke 
compassion and laughter together hence, establishing the fact that 
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comedy and pathos always exist together. Thus the plays fall close to 
life and experience and serve as timeless documents of instinctive 
human dilemma of the post-modern era. 
Chapter - VI (Conclusion) is an attempt to present a 
comprehensive analysis of Beckett's major plays as an interpretation of 
the norms of the theatre of the absurd. Placing Beckett as an eminent 
and representative playwright of the theatre of the absurd is the 
highlight of the first section of the conclusion. The later parts deal with a 
recapture of all the major plays in the light of the comic-pathetic 
influences in the plots, themes, characters, scenes and structures, 
diction and overall impact. The last section deals with the hypothesis 
and findings that emerge from the study establishing Beckett's attempt 
to explain universal absurdity as reality through theatre of the absurd. 
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Modern drama has undergone quintessential changes while embracing a 
completely new approach towards presenting the modern world. It has 
challenged the old set norms of theatrical representations and has given 
wings to a new artistic verve. From the age of Aristotle it kept on 
shifting until it gained a totally new form in the plays of Shakespeare. 
From being characterized as pure tragedy or comedy, it became a subtle 
blend of both. With time it went through a complete transformation in 
the hands of great playwrights like George Bernard Shaw, his was a 
theatre of ideas compelling the reader to take a grave stance towards 
the comic and philosophical acts presented. Plays of T. S. Eliot sensitized 
the readers to recognize the connotation behind what was being 
presented to them. The exponents of the absurd theatre made new and 
bold experiments in the field of drama to add a new dimension to the 
post-modernist theatrical and thematic perspectives. 
Samuel Beckett is considered as one of the representative 
playwrights of the theatre of the absurd. The present study centers 
around Beckett's life and his dramatic works and the effect of comic-
pathetic experiences and its depiction in his major plays. Beckett 
detected a thin line of demarcation between comic and pathetic 
experiences in his personal life. The same indistinctiveness is expressed 
as a unity of themes in his major plays. This research attempts to 
evaluate Beckett's life and sheds light on his personal strains and 
calamities, and highlights the impact of post-war culture and crises. The 
present study also focuses on Beckett's major plays and analyses 
illustrations of the bleak and bright aspects within them in a very 
detailed manner with special reference to the autobiographical allusions 
of Beckett's life. 
While evaluating and analyzing the writings of Beckett the 
researcher has discovered many personal affinities between Beckett's 
personal experiences and his creative documents. In Beckett's dramatic 
world the comic and pathetic synthesize to make a universal appeal. 
What may seem dramatic to one reader may be deduced as comical to 
another. Complete disillusionment is at the core of his plays, but Beckett 
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repudiates to acknowledge this bitterness by a serious demeanor. 
Existence is beyond our understanding occupied with blueprints of 
activities that are essentially futile and ridiculous, so it is suitable we 
pass our time being amused at the vision. This study attempts to 
suggest that suffering is an integral part of human existence, which 
blends smile with tears. Beckett appears to guide us how we can deal 
with these challenges so that we can struggle against them with a 
positive outlook and find a means of survival. 
As it has been mentioned earlier that without laughter and 
comedy we mislay our humanity, actually, comedy is not possible 
without pathos. These two elements are fused together to form an 
organic whole of our sustainable reality. The conflict between serious 
and less serious provides a base to gain better understanding about the 
developmental pattern of the society and civilization. The key 
contrivance used by Beckett to bring the starkness of life to surface is 
his use of language, slapstick humor, silence, pause and paralleling of 
both recognizable and strange all designed at crafting a veracity that is 
mutually extraordinary and grotesquely factual. All his plays may fall into 
the purview of this study but keeping in view the scope and limitation of 
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the present study the approach would tend to include the major plays. 
However, a brief analysis of bleak and bright worldviews in all his works 
may be considered to constitute a comprehensive understanding of the 
vision of Samuel Beckett as a creative writer. 
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Cfiapter-I 
lUe Theatre oftfieJLSsurdijin Introduction 
QUj^l lUllulXu^)ltUM*l»U:A^^t'ht^<U^^<>liot^ 
'The Theatre of the Absurd' is a term introduced by a very famous 
playwright, dramatist, journalist, and critic Martin Julius Esslin for the 
work of a number of playwrights, mostly written in the 1950s and 1960s. 
The term is derived from an essay by the French philosopher Albert 
Camus. In his 'Myth of Sisyphus', written in 1942, he first defined the 
human situation as basically preposterous, meaningless and absurd.^ The 
'absurd' plays by Samuel Beckett, Arthur Adamov, Eugene lonesco, Jean 
Genet, Harold Pinter and others all allocate the observation that man is 
inhabiting a universe with which he is out of key. Its meaning is 
indecipherable and his place within it is without purpose. He is confused, 
distressed and vaguely threatened. 
Prior to evaluating the theatre of absurd, the research is going 
to discuss briefly the Modern Drama. The foundation of realistic drama 
' Carbb, J.P. (2006, September 3). Theatre of the Absurd, Theatre Debase. Retrieved 
on June 13,2012 from the World Wide Web: 
lTttp_://www,the^atredataiase,com/20_th_century/theatre_^ 
was laid by a Norwegian playwright Henrik Ibsen. Realistic drama 
concerns itself with the people living in the period of technology; an era 
in which interactions are multifaceted and, theoretically better than at 
any time in history. This is an epoch of unexpected stress and possibility. 
Modern playwrights often struggle with these forces to give an image of 
life to the modern world. Ibsen has written many plays which deal with 
psychological exploration of emotionally and sexually driven 
individuals who become knotted in self destructive relationships. His 
most famous plays are called classics: A Doll's House (1879), 
Ghosts (1881), The Wild Duck (1884), Hedda Gabler(i89o), and The 
Master Builder (1892). 
Some famous playwrights of Modern Drama are: August 
Strindberg (1849-1912) a Swedish playwright famous for his "naturalistic 
theme", Anton Chekov (1860-1904) a Russian playwright known for the 
psychological realism of his plays, George Bernard Shaw (1856-1950) a 
British playwright of twentieth century who has written forty sevel full 
length plays and many one act plays, Bertolt Brecht (1898-1956) a 
German playwright who established a new kind of drama called "epic 
theatre" which is projected to incite spectators into a discerning social 
and political awareness rather than realistic or naturalistic situation. And 
Samuel Beckett (1906-1989) an Irish playwright in the 40s and 50s. His 
work has become known as "Theatre of the Absurd". Theatre of the 
Absurd shows the human condition as basically ridiculous, meaningless 
and absurd not open to understanding or awareness on the part of 
humans; life is merely lived, accepting the intrinsic absurdity of 
existence. His major plays have been broadly discussed and evaluated in 
the present dissertation. 
Martin Esslin, in the introduction to his book The Theatre of the 
Absurd, adds some adjectives: 'out of harmony with reason or propriety; 
incongruous ... illogical'.^ He continues as follows: 
In common usage, 'absurd' may simply mean 
'ridiculous', but this is not the sense in which 
Camus used the word, and in which it Is used 
when we speak of the theatre of the Absurd. In an 
essay on Kafka, lonesco defined his 
understanding of the term as follows: 'Absurd is 
that which purpose ... cut off from his religious, 
metaphysical, is devoid of and transcendental 
Esslin, M. (1964). The Theatre of the Absurd, London: Penguin, p.i6. 
roots, man is lost; all his actions become 
senseless, absurd, useless'.^  
For the Theatre of the Absurd, Esslin mentions five promoters 
and good supporters of "French Absurd Drama": Jean Genet, Samuel 
Beckett, Eugene lonesco, Arthur Adamov and Fernando Arrabal. These 
playwrights are clubbed together and work as if they are one unit not 
due to their amalgamated world vision but because they seek to express 
their own personal notions of the world. Esslin states that: 
We have always seen man stripped of the 
accidental circumstances of social position or 
historical context, confronted with the basic 
choices, the basic situation of his existence: man 
faced with time and therefore waiting, in 
Beckett's plays [. . .] in lonesco's Jueur Sans 
Cages) man inextricably entangled in a mirage of 
illusions, mirrors reflecting mirrors and forever 
hiding ultimate reality, in the plays of Genet; man 
trying to established his position or to break out 
3 Ibid. 
Esslin has taken lonesco's definition from Dans les Armes de la Vine', Cahiers de la 
Compagnie Madeleine Renaud-Jean-Louis Barraault, Paris, No. 20, October, 1957. 
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into freedom, only to find himself newly 
imprisoned .'* 
The theatre of the absurd emphasizes the absurdity of human 
existence by employing disjointed, repetitious, and meaningless 
dialogue, purposeless and confusing situations, and plots that lack 
realistic or logical development. In such kind of dramas the normal 
conventions and dramatic structure are ignored or modified in order to 
present life as irrational or meaningless. Absurd theatre accepted stage 
conventions which were largely abandoned in order to present a view of 
the world as meaningless and incomprehensible. Samuel Beckett has 
used the abandonment of conventional dramatic form to portray the 
futility of human struggle in a senseless world in his works. Pavis 
discusses in his dictionary entitled "Dictionary of the Theatre Terms, 
Concepts, and Analysis" that: 
Beyond illogical dialogue or stage business, the 
absurd often implies an ahistorlcal, non-
dialectical dramaturgical structure. IVIan is a 
timeless abstraction incapable of finding a 
foothold in his frantic search for a meaning that 
constantly eludes him. His actions have neither 
Esslin, M. (1964). The Theatre of the Absurd, London: Penguin Books, p.292. 
meaning nor direction; the fibula* of absurd 
plays is often circular, guided not by dramatic 
action but by word play and a search for words.^ 
Absurdity was expressed in The Myth of Sisyphus through the 
traditional form of drama which contains identifiable and exclusive 
characters, locations, intelligible dialogues, and clear contrive. In 
contrast with the form of traditional theatre, the most important 
feature of the absurd plays is that they are especially designed for the 
reflection of the theme of absurdity. The absurd playwrights believe 
that it is only with the absurd form, such as the language used and the 
action, which convey the theme of absurdity. 
Waiting for Godot is regarded as the most profound theme of 
absurdity. From the beginning till the end the play is anti-traditional and 
it seems that no one could understand it. But it has a great position and 
appreciation in the field of drama, which shows that the play is not 
simply a farce or a comedy, but a play with deep thought and notion. In 
Waiting for Godot, non-conventional language is used which makes the 
5 Pavis, P. (1989). Dictionary of the Theatre Terms, Concepts, and Analysis. Toronto: 
University of Toronto Press, p.i. 
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form of drama far away from the tradition of drama. An example is 
given below: 
Silence. 
ESTRAGON: (anxious). And we? 
VLADIMIR: I beg your pardon? 
ESTRAGON: I said, And we? 
VLADIMIR: I don't understand. 
ESTRAGON: Where do we come in? 
VLADIMIR: Come in? 
ESTRAGON: Take your time. 
VLADIMIR: Come in? On our hands and knees? 
ESTRAGON: As bad as that? 
(Waiting for Godot, Act I, line 325-334.) 
Esslin considered "Theatre of the Absurd" as a "device". He 
intended to convey certain fundamental character perceptible in the 
works of various playwrights. The playwrights who worked under the 
label of the absurd theatre convey their sense of bafflement, 
fretfulness, and doubt in the shape of a mysterious world. According to 
him, the most renowned playwrights of the movement are Eugene 
lonesco, Samuel Beckett, Jean Genet, Arthur Adamov, Harold Pinter, 
Tom Stoppard, even though these playwrights were not all the time 
happy with the label of absurd theatre or sometimes preferred to use 
terms such as "Anti-Theater" or "New Theater." Esslin mentions that: 
The Theatre of the Absurd has renounced 
arguing about the absurdity of the human 
condition; it merely presents it in being - that is, 
in terms of concrete stage images.^  
Although for Beckett, absurdity is a metaphysical quandary, 
Eugene lonesco defined absurdity in concrete terms. For these 
dramatists, much of the absurdity in human existence emerges from our 
failures in language and human relationships. Harold Pinter sheds light 
on the same theatre of the absurd. He presents his plays in a 
misleadingly realistic phrases and conventions and uncovers the 
absurdity of the human situation and the conservative theatre. A 
credible dramatic condition has been shown in Pinter's The Birthday 
Party, excluding a plausible plot structure, characters or any logical, and 
linear action. The significance of Pinter's theatre is the importunate 
existence of a closed room, with a few persons huddled together inside, 
in a sort of "non-communicative conversation." The dramatic picture of 
his play is based on an individual's search for security in a world which is 
Esslin, M. (1964). The Theatreof the Absurd. London: Penguin, p.i8. 
C/Uftt/i. I lit liu^ ^ Ut f\t4M/.: /)«v t*4uJwtl^ 
full of anxiety, terror, false friendship and a lack of understanding 
among people. 
Katerina Vassilopoulou analyzes differences in the fictional 
world of lonesco, Pinter and Beckett's select plays from the perspective 
of the possible-worlds framework, he says that: 
The representatives of absurdist drama aim 
directly at startling their readers or audience, at 
unsettling them and shaking them out of their 
mechanical and trite existence. They protest 
against the art forms of conventional theatre, 
which can no longer be convincing In a 
meaningless and purposeless post-war world. 
Instead, the playwrights offer an anti-theatre, 
with plays that lack plot in the traditional sense, 
consistent characters or conventional use of 
language and that, consequently, first met with 
Incomprehension and rejection on the part of the 
audience and the critics. On the other hand, 
there are differences in the playwrights' stylistic 
preferences for the creation of absurdity that are 
indicative of each playwright's different 
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dramatic technique, wliich guarantees tlieir 
uniqueness/ 
Role of Language: 
The language which we use in daily conversation and the 
language of literary works are somewhat different in nature. The 
purpose of the language used in our daily conversation is to convey 
messages to our conversational partner for making relationship, and to 
arrive at a mutually agreed conclusion. Literary language is condensed 
and sometimes more indirect than daily communication for the creation 
of different dramatic effects, such as suspension, ambiguity, the effect 
of puns, irony or absurdity. Every reader interprets the literary text in a 
different way, and the diversity of interpretations is endured, even 
appreciated. 
In literature, absurdism is an important theme conveyed by the 
failure of language. Language is either separated from any 
interpretation that can be agreed by all characters, or it is reduced to 
complete nonsense. A play entitled The Bald Soprano, has not been 
^ Vassilopoulou, K. (2006). Possible Worlds in The Theatre of the Absurd, Linguistics 
and language Teaching, 1, Lancaster: Lancaster University, p.122. 
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related with soprano, much less a bald one. The typical philosophical 
discussion is ridiculed by the irrational dialogue in Godot; though it is 
preposterous and outrageous, it tolerates a sturdy semblance to the 
structure of the real thing. Another important aspect of absurd drama is 
its unbelievable distrust for language which was the means of 
communication in the delivery of dialogues. Language seems nothing 
but only a carrier for conventionalized, stereotyped, meaningless 
exchanges. Dr. Culik explains that: 
"Words failed to express the essence of human 
experience, not being able to penetrate beyond 
Its surface. The Theatre of the Absurd 
constituted first and foremost an onslaught on 
language, showing it as a very unreliable and 
insufficient tool of communication. Absurd 
drama uses conventionalized speech, cliches, 
slogans and technical jargon, which it distorts, 
parodies and breaks down. By ridiculing 
conventionalized and stereotyped speech 
patterns, the Theatre of the Absurd tries to make 
people aware of the possibility of going beyond 
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everyday speech conventions and communica-
ting more authentically."^ 
In absurd drama there is a feeling of freedom we can enjoy 
when we ignore the logic. As Dr. Jan Culik further points out: 
Rationalist thought, like language, only deals with 
the superficial aspects of things. Nonsense, on the 
other hand, opens up a glimpse of the infinite.' 
Theatrically, the Absurd Theatre follows the surrealist 
aesthetics in negating the concept of drama and theatre that evolves 
from the Aristotelian theory and assimilates the values of modern 
science through naturalism. The surrealists had no theatrical 
perspective in destroying the traditional drama and theatre other than 
the belief in theatre as an expansive act of human consciousness. For 
the theatre of absurd, the traditional drama and theatre is shaped to 
reflect and emphasize the illusionary human optimism and, as such, the 
absurdity of human condition could never be grasped by it, much less be 
realized on the stage. The play, for the absurdists, had to be a theatrical 
^ Culik, J. (2000). The Theatre of the Absurd - The West and The East. Retrieved on 
June 15, 2012 from the World Wide Web: 
http://www.arts.gla.ac.uk/Slavonic/Absurd.htm 
5 Ibid. 
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equivalent to the condition of absurdity in the human world. The 
absurdists reject with impunity the Aristotelian concept of dramatic 
action moving towards rational conclusions with the aid of every 
dramatic element like plot, character, thought, language music, visual 
effects and spectacles. Depleting the plot of its narrative content and 
character of individuality and strength, the absurd play evolves images 
of absurdity through a dramatic action that moves cyclically around 
itself in a non-linear fashion. Language is devalued with an anti-literary 
venom, for words have come far away from their original meaning. 
Every other dramatic and theatrical element is used in the Brechtian 
manner of arresting the emphatic believe in audience, the absurdists 
believe in violently forcing the audience to recognition of the absurdity 
of the human condition.^" 
Robert Corrigan, illustrates that Absurd theatre is a revolt 
against the kind of theatre in which all actions are conceived in terms of 
psychological plausibility, a theatre in which actions are dissolved by 
psychological explanations or by those mists of fantasy which are at one 
with the spectator's moral evasions. 
'° Yugendernath, B. (1992). Between the Real and Surreal: A Study of Avar]t-Carde 
Drama in America, Delhi: R.K. Publishing House, p.50. 
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But more important than the avant-garde's concern with man's 
ontologicai solitude and its rebellion against psychology is Its attitude 
towards language. Each of these playwrights is revolting against the 
tyranny of words in the modern theatre. As a result, their plays - at least 
until very recently - have no "message"; the dialogue is not a 
monologue apportioned out to several characters; they are packed with 
symbols, but these symbols don't mean anything in particular, character 
lead their own lines, talk their own thoughts. Their speeches impinge on 
each other and glance away. There is none of the planted line and heavy-
handed cross references we are so accustomed to. There doesn't seem 
to be any central theme, only many related ideas. But as the plays draw 
to a close - they don't end in Aristotelian scene - each of these ideas is 
subtly recaptured and made to work for an overall impact." The same 
view is illustrated in the words of Vasconcelos who claims that: 
Absurd drama and theatre reject realism in their 
settings and therefore deconstruct reality by the 
consistent use of nonsense and absurd language, 
which fits the prevailing atmosphere of irrational 
reasoning that underlies the whole arrangement 
'' Corrigan, W.R. (1961, June). Theatre in Search of Fix, Jdane Drama Review, 5, (4), 
p.29. 
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of 'plot', characters and stage scenario, lonesco 
reflects upon man's uprooting from his 
traditional beliefs in religion, metaphysics and 
transcendence to explain his hopeless sense of 
loss in the modern world. Whereas Kafka shows 
man almost as an aberrant creation in the midst 
of a mindless and soulless universe. Samuel 
Beckett, perhaps the most influential of all 
dramatists of absurd, presents his plays as 
parodies of all pointlessness of human actions 
and thoughts in a world that already has 
forgotten to question them.^ ^ 
The lucid and often sharp dialogues of plays like Waiting for 
Godot and Happy days display a double sense of absurd which combines 
the grotesquely comic with the irrational. In the first play two tramps 
are set on a desolate road waste place, waiting for waiting's sake for an 
unidentified person named Godot, who eventually may or may not exist, 
may or may not turn up for an assumed appointment with them. 
Together with the absurd and comic dialogues Beckett makes a very 
conscious use of pratfalls and various other modes of slapstick to 
enhance man's - the tramp's - alienation and anguish. 
" Vasconcelos, F. A. Absurd Language in the Theatre and Arts in the 20'^  Century. 
Modern Drama, p.443. 
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Vasconcelos further states that "the same process can be 
traced in Jean Genet or Harold Pinter's association of absurdism and 
diabolism, as well as in Stoppard's plays, where humour - most often 
black humour - deliberately substitutes deep philosophic thought It is 
language and absurd language, not sensible language—that determines 
the internal textual coherence and, in the particular case of drama it is 
meant to be impressive for the theatrical staging of the play."^^ 
Comic and Pathetic Elements: 
When Beckett wrote the play Waiting for Godot in English he 
gave it a sub-title 'A Tragi-comedy in two acts'. Godot undoubtedly 
consists of both the tragic and comic elements suffused in a wonderful 
way that shows human affliction, the trauma of waiting in a world for a 
small ray of hope that never seems to there. The sufferings, the 
emptiness of the world deprived of God. To this gray world of the two 
tramps Beckett gave a comic appearance through the foolish routines 
and dialogues of Didi and Gogo. Beneath these humorous situations of 
these characters lies deep emotional agony that makes this play absurd. 
• Ibid., p.445-
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The theatre of the absurd presents nothingness, ambiguity, 
confusion and emptiness in human life. Absurdist plays fall within the 
symbolic tradition, and they have no logical plot, location and 
characterization in any conventional sense. Absurdism presented a 
special set of practical problems to writers who wished to make their 
ways into the field of theatre. Existential purposelessness has created 
theatrical inconsistency with every form dramatic art has acquired in the 
recent past, and in addition, extremes of the absurdist vision are too 
repelling to stage in their own terms. Suffering of the characters in 
absurd theatre is shown in most of the plays for example in Endgame, 
Hamm says at the beginning of the play, "it's time it ended and yet I 
hesitate to— (he yavjns)—to end.^ "^  
Beckett's Waiting for Godot annunciates the theatre of the 
absurd as a tragic-comical farce. It remonstrates metaphysical and 
dramatic stasis. Beckett's comic and pathetic elements are innovative 
dramatic genus which present the horrendous implications of the 
essential comedy of human lives. The negation of human significance 
"• Beckett, S. (1964). Endgame: A Play in One Act, New York: Grove Press, p.3. 
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and repudiation of the accepted notions of theatrical art is presented in 
his theatrical works. Yogendernath, B. claims that: 
Beckett's Estragon and Vladimir, metaphysically 
deracinated and psycliologicaily denatured, life 
does not entail living but is only a game to be 
played. The game begets its own goals and vice-
versa. Expectation is the process of life which 
generates exhaustion in an inexhaustible way [...] 
Human existence, consequently, becomes a 
compilation of trivialities like eating carrots, 
putting on boots, scratching the head, playing 
charades. Habit, the "great deadner" , explains 
their life for they have no other way of leading 
their lives other than habitually [...] comic for the 
sheer absurdity and sheer physicality of their 
existence, the tramps present a horrifying tragic 
denouement of total erosion of human 
significance and individuality.'^  
This chapter has been designed to delineate Samuel Beckett's 
contribution to the theatre of the absurd. It presents Martin Esslin's 
definition of the theatre of the absurd, emphasizing a progressive 
approach in its expansion, rather than a insurgent one. According to the 
'^  Yogendernath, B. (1992). Between the Real and surreal: A study of Avant-Carde 
Drama in America. Delhi: B.K. Publishing House, p.5i-52-
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critics Beckett's drama is beyond tine frames of the theatre of the 
absurd, but it shows most of the aspects of the absurdity in his 
theatrical work. 
Detailed analysis of Beckett's dramatic works leads us to the 
conclusion that most of the aspects of his works are considered to be 
the characteristic of the theatre of the absurd. Very few of the features, 
distinctly Beckett, go beyond the conception of critics. In contemporary 
criticism, screening Beckett through the characteristics of the theatre of 
the absurd, can escort to necessary interpretations. The theatre of the 
absurd explores the comprehensive study of Beckett's works, as his 
creativity is rooted in symbolic absurdity. Following is an attempt to 
trace the creative link between Beckett's experimental existence and his 
literary expressions. 
20 
chapter-II 
T.vo[ution ofanASsurcfist: JLutoSiograpfiicaC (Bearings 
in (Bec^tt's Wor^ 
The present chapter deals with the life and works of Samuel Beckett. 
His life and creative work has been divided into three sections: 
(i) Early Age and Education 
(n) Middle Age and work 
(ill) Later Age, work and Death. 
Samuel Barclay Beckett was born on April 13, 1906 in 
Foxrock, Dublin of French Huguenot descent His father was a 
quantity surveyor and his mother worked as a nurse. At the age of 
five, Beckett attended a local playschool, where he started to learn 
music, and then moved to Earlsfort House School in the city centre 
near Harcourt Street. At the age of 14 he went to the Portora Royal 
School, in what became Northern Ireland, a school that catered to 
the Anglo-Irish middle classes. It was the same school that Oscar 
Wilde attended. He graduated from Trinity College in 1930 wi th a 
Bachelor's degree in French and Italian, briefly had a lectureship 
there, then travelled and studied in Germany, England and France 
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before settling in Paris in 1937, where he was an intimate friend of 
James Joyce. Conley mentions in his article entitled " Happiest 
moment of the past half million, The Modern World", Anthony 
Cronin's comment who describes young Sam as 
...if anything, an outdoor type rather than an 
indoor one. He enfoyed games and was good at 
them. He roamed by himself as well as with his 
cousin and brother; and though he often 
retreated to his tower with a book and was 
already noticeable in the family circle for a 
certain moodiness and taciturnity, he could on 
the whole have passed for an athletic, extrovert 
little Protestant middle-class boy with excellent 
manners when forced to be sociable.^  
(I) Early Age and Education: 
William Frank Beckett, father of Samuel Beckett, a 35 year 
old Civil Engineer, and May Barclay also 35 at Beckett's birth; they got 
married in 1901. Beckett had one older brother, Frank Edward 
Beckett who was born 1902. In 1919, Beckett went to Portora Royal 
School in Enniskillen, County Fermanagh. A natural athlete, Beckett 
excelled at cricket as a left-handed batsman and a left-arm medium-
' Conley, T. (2001, March 15). Happiest Moment of the Past Half Million, The 
Modern World. Retrieved on June 12, 2012 from 
http://www.themodernword.com/beckett/beckett_biography.html 
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pace bowler. Later, he was to play for Dublin University and played 
two first-class games against Northamptonshire. As a result, he 
became the only Nobel laureate to have an entry in Wisden Cricketers' 
Almanack, the "bible" of cricket. 
From 1923 to 1927, he studied Romance languages at Trinity 
College, Dublin, where he received his bachelor's degree. After a 
brief spell of teaching in Belfast, he became a reader in English at the 
Ecole Normale Superieure in Paris in 1928. There he met the self-
exiled Irish writer James Joyce, the author of the controversial and 
seminally modern novel Ulysses, and joined his circle. Contrary to 
often-repeated reports, however, he never served as Joyce's 
secretary. He returned to Ireland in 1930 to take up a post as lecturer 
in French at Trinity College, but after only four terms he resigned, in 
December 1931, and embarked upon a period of restless travel in 
London, France, Germany, and Italy.^ Samuel Beckett moved to Paris 
in 1926 and met James Joyce. He soon respected the older writer so 
much that at the age of 23 he wrote an essay defending Joyce's 
magnum opus in the public. In 1927, one year later, he won his first 
literary prize for his poem entitled "Whoroscope." The essay was 
' McKenna, A. (2009). The 100 Most Influential Writers of All Times. New York: 
Britannica Educational Publishing, p.30. 
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about the philosopher Descartes meditating on the subject of time 
and about the transiency of life. Beckett then completed a study of 
Proust which eventually led him to believe that habit was the "cancer 
of time." At this point Beckett left his post at Trinity College and 
travelled around in Europe. 
Samuel Beckett's first play, Eleutheria, mirrors his own 
search for freedom, revolving around a young man's efforts to cut 
himself loose from his family and social obligations. His first real 
triumph, however, came on January 5,1953, when Waiting for Godot 
premiered at the Theatre de Babylone. In spite of some expectations 
to the contrary, the strange little play in which "nothing happens" 
became an instant success, running for four hundred performances 
at the Theatre de Babylone and enjoying the critical praise of 
dramatists as diverse as Tennessee Williams, Jean Anouilh, Thornton 
Wilder, and William Saroyan who remarked, "It will make it easier for 
me and everyone else to write freely in the theatre." Perhaps the 
most famous production of Waiting for Godot, however, took place in 
1957 when a company of actors from the San Francisco Actor's 
Workshop presented the play at the San Quentin penitentiary for an 
audience of over fourteen hundred convicts. Surprisingly, the 
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production was a great success. The prisoners as well as Vladimir and 
Estragon understood that life means waiting, killing time and clinging 
to the hope that relief may be just around the corner. If not today, 
then perhaps tomorrow.^ 
Beckett published a long poem, Whorescope (1930), a short 
story, Proust, at about the same time, a book of short stories, More 
Pricks than Kicks (1934) and a novel. Murphy (1938). Like his fellow 
Irish writers George Bernard Shaw, Oscar Wilde, and William Butler 
Yeats, he came from a Protestant, Anglo-Irish background. 
Beckett travelled in Europe. He spent some time in London, 
where in 1931 he published Proust, his critical study of French author 
Marcel Proust. Two years later, following his father's death, he began 
two years treatment with Tavistock Clinic psychoanalyst Dr. Wilfred 
Bion, who took him to hear Carl Jung's third Tavistock lecture, an 
event which Beckett still recalled many years later. The lecture 
focused on the subject of the "never properly born"; aspects of it 
became evident in Beckett's later works, such as Watt and Waiting 
for Godot. In 1932, he wrote his first novel, Dream of Fair to Midd\ir)g 
^ Ananda, S.S. (2008). Absurdity in Samuel Beckett's Waiting for Godot, Cyber 
Literature: International Online Journal. 1 (4), p.3. 
26 
Women, but after many rejections from publishers decided to 
abandon it (it was eventually published in 1993). Despite his inability 
to get it published, however, the novel served as a source for many 
of Beckett's early poems, as well as for his first full-length book, the 
1933 short-story collection More Pricks Than Kicks. 
Beckett published a number of essays and reviews, 
including "Recent Irish Poetry" (in The Bookman, August 1934) and 
"Humanistic Quietism", a review of his friend Thomas MacGreevy's 
Poems (in The Dublin Magazine, July-September 1934). They focused 
on the work of MacGreevy, Brian Coffey, Denis Devlin and Blanaid 
Salkeld, despite their slender achievements at the time, comparing 
them favourably with their Celtic Revival contemporaries and 
invoking Ezra Pound, T. S. Eliot, and the French symbolists as their 
precursors. In describing these poets as forming "the nucleus of a 
living poetic in Ireland", Beckett was tracing the outlines of an Irish 
poetic modernist canon. 
In 1935—the year that Beckett successfully published a 
book of his poetry. Echo's Bones and Other Precipitates—Beckett 
worked on his novel Murphy. In the same year, he wrote to 
MacGreevy that he had been reading about film and wished to go to 
27 
Moscow to study with Sergei Eisenstein at the Gerasimov Institute of 
Cinematography in Moscow. In mid-1936, he wrote to Sergei 
Eisenstein and Vsevolod Pudovkin to offer him as their apprentices. 
Nothing came of this; however, as Beckett's letter was lost owing to 
Eisenstein's quarantine during the smallpox outbreak, as well as his 
focus on a script re-write of his postponed film production. Beckett, 
meanwhile, finished Murphy and then, in 1936, departed for 
extensive travel around Germany, during which time he filled several 
notebooks with lists of noteworthy artwork that he had seen and 
noted his distaste for the Nazi savagery that was overtaking the 
country. Returning to Ireland briefly in 1937, he oversaw the 
publication of Murphy (1938), which he translated into French the 
following year. He fell-out with his mother, which contributed to his 
decision to settle permanently in Paris (where he settled 
permanently following the outbreak of World War II in 1939, 
preferring, in his own words, "France at war to Ireland at peace"). He 
was soon a known face in and around Left Bank cafes, where he 
strengthened his allegiance with Joyce and forged new ones with 
artists Alberto Giacometti and Marcel Duchamp, with whom he 
regularly played chess. Sometime around December 1937, Beckett 
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had a brief affair with Peggy Guggenheim, who nicknamed him 
"Oblomov" (after the character in Ivan Goncharov's novel Oblomov)^ 
In January 1938 in Paris, Beckett was stabbed in the chest 
and nearly killed when he refused the solicitations of a notorious 
pimp (who, ironically, went by the name of Prudent). Joyce arranged 
a private room for Beckett at the hospital. The publicity surrounding 
the stabbing attracted the attention of Suzanne Dechevaux-
Dumesnil, who knew Beckett slightly from his first stay in Paris; this 
time, however, the two would begin a lifelong companionship. At a 
preliminary hearing, Beckett asked his attacker for the motive behind 
the stabbing; Prudent replied: 
"Je ne sals pas, Monsieur. Je m'excuse" 
("I do not know, sir. I'm sorry") 
Beckett eventually dropped the charges against his 
attacker—partly to avoid further formalities, partly because he found 
Prudent likeable and well-mannered. Beckett occasionally recounted 
the incident in jest. 
'' Concharov Ivan was a Russian novelist and one of the greatest realists of 
Russian literature. His novel "Oblomov" and other works are considered classics 
of Russian fiction. 
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During World War II, Beckett stayed In Paris-
even after it had become occupied by the 
Germans. He joined the underground movement 
and fought for the resistance until 1942 when 
several members of his group were arrested and 
he was forced to flee with his French-born wife 
to the unoccupied zone. In 1945, after it had been 
liberated from the Germans, he returned to Paris 
and began his most prolific period as a writer.^ 
Beckett's father, known as Bill Beckett in family, was a 
robust and kindly man whom Beckett loved very much. They would 
often go for long walks together in the Dublin Wicklow hills, a 
topography and landscape found throughout Beckett's work, from 
More Picks than Kicks through the trilogy to late works like That Time 
(1976) and Company (1980). Key to understanding Beckett, according 
to his friend and doctor Dr. Geoffrey Thomson, was to be found in his 
relationship with his mother.^ She was loving and domineering, 
attentive and stern, and Beckett's love-hate relationship with her is at 
the crux of his intense feelings of anxiety and guilt. In later life he 
wrote of her 'savage loving,''' and it seems his later decision to settle 
5 Ananda, S.S. (2008). Absurdity in Samuel Beckett's Waiting for Godot, Cyber 
Literature: International Online Journal. 1 (4), p.2. 
^ Knowlson, J. (2006). Damned to FamerLife of Samuel Beckett. London: 
Bloomsbury Press, p.21. 
' Ibid. 
30 
^tcluM't \flc^U l^i AU \fl^ of, W W ^uhsU 
permanently in France was as much a fight from mother as from 
motherland. Even though Beckett claims to have 'no religious 
feeling', he acknowledges that his mother was 'deeply religious.'^ 
The many biblical allusions in his work may partly derive from this 
influence. On being asked to describe his childhood, Beckett has 
called it talent for happiness. My parents did everything that they 
could to make a child happy. But I was often lonely.'^ Loneliness, 
solitude, alienation would become recurrent themes in his work. 
As a member of the Irish Protestant minority in a largely 
Catholic country the young Beckett was something of an 'outsider', 
an experience which may have fed his later explorations of dislocated 
or marginal conditions. As the Anglo-Irish critic Vivian Mercier, 
musing on the similarity between his own background and that of 
Beckett, discerned: 
The typical Anglo-Irish boy . . . learns that he Is 
not quite Irish almost before he can talk; later he 
learns that he is far from being English either. 
The pressure on him to become either wholly 
^ Interview with Tom Driver, "Beckett by the Madeleine', Columbia University 
forum 4 (1961, Summer). In Graver and Federman, Samuel Beckett: The Critical 
Heritage, p.220. In McDonald, R. (2006). The Cambridge \ntroductlor\ to Samuel 
Beckett. U.K: Cambridge University Press, p.7. 
5 Deirdre, B. (1978). Samuel Beckett: A Biography, London: Jonathan Cape, p.14. 
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English or wholly Irish can erase segment of his 
Individuality for good and all. 'Who am I?' is the 
question that every Anglo-Irishman must 
answer, even if it takes him a lifetime as it did 
Yeats.'° 
Samuel Beckett won his first literary prize in 1930 for his 
poem, "Whoroscope" which deals with the ideas of the philosopher 
Descartes on the subject of time and the transience of life. Beckett 
left his post at Trinity College and travelled to Germany, France, 
England and Ireland. He wrote his first novel, Dream of Fair to 
Middling Women, which traces these journeys. During the 1930s he 
also spent a good deal of time in London, and these periods form the 
backdrop to his novel Murphy (1936-38). 
(11) Middle Age and Work: 
Beckett's Middle phase starts from 1940s after the Second 
Worid War. He reached a much wider public through his plays than 
through his other literary works. The most famous plays are Waiting 
for Godot (1953), Act Without words I & II (1956), Endgame (i957), 
Krapp's Last Tape (1958), and Happy Days (1961) which have been 
discussed in detail in the present disseri^ation. The same themes 
'° Mercier, V. (1977). Beckett/Beckett, Oxford: Oxford University Press, p.26. In 
McDonald, R. (2006). The Cambridge Introduction to Samuel Beckett, U.K: 
Cambridge University Press, p.7. 
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found in the novels appear in these plays in a more condensed and 
accessible form. The second phase of Beckett also known as his 
novels' period because most of his novels were written in this period 
such as Dream of Fair to Middling Women is his first novel, written in 
English "in a matter of weeks" in 1932 when he was only 26 and living 
in Paris, the clearly autobiographical novel was rejected by publishers 
and shelved by the author. It was eventually published in 1992, three 
years after the author's death. Malone Dies is another novel which 
was first published in 1951, in French, as Mahne Meurt, and later 
translated into English by the author himself. MoHoy is another piece 
of work in the form of a novel which was translated into English by 
Beckett and Patrick Bowles. The novel is set in an indeterminate 
place, most often identified with the Ireland of Beckett's birth. It was 
written in Paris, along with the other two books {Malone Dies and The 
Unnamable) of 'The Trilogy', between 1946 and 1950. 'The Trilogy' is 
generally considered to be one of the most important literary works 
of the 20th century, and the most significant non-dramatic work in 
Beckett's oeuvre. Murphy, first published in 1938, is a novel as well as 
the third work of prose fiction by Samuel Beckett. The Unnamable is a 
very good novel by the author written in 1953. It is the third and final 
entry in Beckett's "Trilogy" of novels, which begins with Molloy 
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followed by Malone Dies. Watt was author's second published novel 
in English, largely written on the run in the south of France during the 
Second World War and published by Maurice Girodias's Olympia 
Press in 1953. 
In his early works he has written very few short stories like 
"Assumption^' which is his first published story, appearing in 
Transition magazine in June 1929, "First Love" is his another short 
story, written in 1946 and first published in 1973. 
Eleutheria is a play by Samuel Beckett, written in French in 
1947. It was his first completed dramatic endeavour. Krapp's Last 
Tape is a one-act play, written in English, by him. Consisting of a cast 
of one man, it was originally written for Northern Irish actor Patrick 
Magee and first titled "Magee monologue". It was inspired by 
Beckett's experience of listening to Magee reading extracts from 
Molloy. Another short play Act Without Words I, an imitative play, like 
Beckett's other works, and was originally written in French (Acte sans 
paroles I), later was translated into English by Beckett himself. It was 
written in 1956 . Act Without Words il is another short imitative play 
by him, his second experiment into the art of performance (after Act 
Without Words I). It was also originally composed in French {Acte sans 
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paroles 11), then translated into English by himself. Both the plays have 
been evaluated thoroughly in this work. Breath a remarkably short 
stage play by the playwright was a transformed version that was first 
included in Kenneth Tynan's revue Oh! Calcutta!, at the Eden Theatre 
in New York City on June 16,1969. 
Beckett, as a playwright is an amalgamation of a comic 
writer and a tragic poet. His images may be miserable but his 
meanings are certainly not one of hopelessness. His characters are 
reduced to expose the rudiments of human condition in situations at 
the extreme edge of existence. But he does this not because he 
enjoys in gloominess for its own sake, but because characters 
reduced to the rudiments and put into extreme situations enlighten 
most about the true nature of our own lives. It has frequently been 
pointed out that Beckett's heroes have much in common with the 
great popular comedians of our century: Laurel and Hardy, Charlie 
Chaplin, Buster Keaton. It is no coincidence that those great 
comedians also portrayed men at the edge of society, in extreme 
situations of poverty. Chaplin's little man was as often disappointed 
in his hopes as Estragon and Vladimir are in Waitmg for Godot, and we 
usually saw him at the end wandering away into the distance toward 
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another and equally disappointing adventure. Yet those great popular 
comic archetypes of our century were never felt to be depressing 
characters. They embodied the courage, the indestructibility of the 
little man in the face of the horrors of an industrialized and over-
mechanized society. It is because Vladimir and Estragon are from the 
same tribe as Chariie Chaplin's little tramp and Buster Keaton's stoic 
that they have succeeded in making their creator famous throughout 
the woHd. Courage and sincerity were the redeeming, hopeful side of 
the great film comics; courage and sincerity, in a deepened, modified 
form, are also the elements that nurture hope and consolation In 
Beckett's plays. His works pronounce an uncompromising 
determination always to face the worst about man and his nature; 
never to fall for cheap consolations; never to accept any euphemisms, 
any false hope. Such an uncompromising determination to face the 
truth may produce gloomy answers, but it is, in itself, anything but 
depressing for it shows man as capable of facing and confronting the 
truth, and that becomes something noble and inspiring. 
(Ill) Later Age and Works: 
Beckett's last phase starts from late 1950s when he started 
writing television plays like Cascando which was written in French in 
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December 1961. Beckett wrote many plays in this pliase iil<e Play 
(1963), Come and Co (1965), Breath (1969), Catastrophe, is a short 
play written in French in 1982, Come and Go, a short play (described as 
a "dramaticule" on its title page) written in English in January 1965. 
£h Joe, a piece for television, written in English, is his first work for 
the medium. It was begun on Beckett's fifty-ninth birthday, 13 April 
1965, and completed by 1^ ^ May. Embers is a radio play by Samuel 
Beckett. It was written in English in 1957. 
Endgame, by the playwright, is a one-act play with four 
characters, written in a style associated with the Theatre of the 
Absurd. It was originally written in French (entitled Fin de partie); as 
was his custom, Beckett himself translated it into English. This play 
has been included in the present research for a thorough study. 
Footfalls was written in English, between March and December 1975, 
From An Abandoned Work, a "meditation for radio" was first 
broadcast on BBC Radio 3's Third Programme on Saturday 14^ ^ 
December 1957. Ghost Trio is another television play written in 1975 in 
English. 
Beckett began writing 'Happy Days', a play in two acts, on 
8^ *" October 1960 and it was completed on 14 May 1961. He finished 
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translating the work from English to French by November 1962 but 
amended the title. In a moment of inspiration, he borrowed the title 
Oh \es beaux jours, from Verlaine's poem, 'CoWoque sentimental^ This 
play also falls in the purview of this research work for thorough 
investigation. 
Nacht und Jraume {Hlght and Dreams) is the last television 
play written and directed by Beckett. It was written in English (mid-
1982) for SiJddeutscher Rundfunk, recorded in October 1982 and 
broadcast on 19^ ^ May 1983 where it attracted "an audience of two 
million viewers."^^ The mime artist Helfrid Foron playing both parts. 
Hot I is a twenty-minute dramatic monologue written in 1972 
(March 20^ '^  to April 1^^), Ohio Impromptu is a "playlet" written in 
English in 1980, A Piece of Monologue is a fifteen-minute play written 
between 2 October 1977 and 28 April 1979, Play is a one-act play 
written between 1962 and 1963 and first produced in German as Spiel 
on 14^ ^ June 1963 , Quad was written in 1981 and first appeared in 
print in 1984, Rockaby a short one-woman play by Samuel Beckett 
written in English in 1980, at the request of Daniel Labeille, who 
" Knowlson, J. (1996). Damned to Fame: The Life of Semuel Backett. London: 
Bloomsbury, p.683. 
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produced it on behalf of Programs in the Arts, State University of New 
York, for a festival and symposium in commemoration of Beckett's 
75th birthday. 
Rough for Radio li is a radio play written in French in 1961 as 
Pochade radiophonique and published in Minuit 16, November 1975. 
Rough for Theatre I is a one-act theatrical sketch which is also known 
as Theatre I. It went for live broadcast originally in French in the late 
fifties as Fragment de theatre and was later translated into English by 
Beckett himself. 
Waiting for Godot is an absurdist play by Samuel Beckett, in 
which two tramps, Vladimir and Estragon, wait endlessly and in vain 
for someone named Godot. Godot's absence, as well as numerous 
other aspects of the play, have led to many different interpretations 
since the play's premiere. It was voted "the most significant English 
language play of the 20th century". Waiting for Godot is Beckett's 
translation of his own original French version, En attendant Godot, 
and is subtitled (in English only) "a tragicomedy in two acts". The 
original French text was composed between 9*'' October 1948 and 
29^ *^  January 1949. 
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Samuel Beckett wrote the radio play, Words and Musk 
between November and December 1961. Beckett himself translated 
the work into French under the title Povoles et Musique {Minuit, 1972). 
in an article "An Outsider in His Own Life" published in The New 
York Times, Dickstein Morris portrays Beckett as: 
Externally Beckett's life was uneventful. His 
temperament was phlegmatic -- one of his lovers, 
the mercurial Peggy Guggenheim, called him 
Oblomov, a byword in Russian literature for 
inertia. Even his courageous work for the 
Resistance in Paris and Provence, for which he 
was awarded the Croix de Guerre in 1945, seems 
to have demanded little concrete action, though 
in Paris he risked grave danger just before he 
fled. (Many members of his group were 
denounced and arrested, and barely 20 out of 80 
survived the war.) But the drama of his life was 
elsewhere, in the struggle with his inner 
demons: his Swiftian ambivalence toward the 
body, his preoccupation with decline and 
incapacity and his sense of utter isolation. The 
very act of writing stirred deep conflict, which he 
once described as the paradox of the artist for 
whom "there is nothing to express, nothing with 
which to express, nothing from which to 
express, no power to express, no desire to 
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express, together with the obligation to 
express." In the closing words of "The 
Unnamable," his most intransigent novel, 
Beckett put this paradox more succinctly: "You 
must go on, I can't go on, I'll go on."^ ^ 
The 1980s, which were Beckett's last years, brought 
something of a late blossoming, with three extraordinary short 
novels, Company, \'\\ Seen \m Said, and \NoTst\Nard Ho, (1979-84) and a 
powerful micro-drama, Ohio Impromptu (1982), which, foundering in 
the attempt to depict a failed marriage, compares the "profounds of 
mind" with those of "mindlessness". 
Davies P. averred that Beckett was motivated to protest 
against the prescriptive and limiting nature of "realist" conventions 
both in art and in human behaviour, relationships and political life. He 
called the entirety of these factors "the hypnosis of positivism", and 
his life-work could be said to have run its course in pursuit of 
dispelling this hypnosis. The major change wrought by Beckett in the 
tradition of prose fiction was to eviscerate the formerly sure and 
reliable notions of character, location, culture and narrative 
convention (in a manner comparable to composer Anton Webern's 
" Dickstein, M. (1997, August 3). An Outsider in His Own Life, The New York Times. 
Retrieved on June 12, 2012 from the World Wide Web: 
http://wwwj1ytimes.com/books/_97/08/03/reviews/970803.03dickstt.html 
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contraction of the classical orchestral symphony into a five-minute 
episode of music studded with silence). In theatre likewise, Beckett 
proved that compelling drama could be made from breaking, not 
following, the accepted laws of incident, characterisation and 
dramatic context. His plays, from ViQuXheua (1947) through to the 
1980s shorts, forbid a "realist" style of performance and 
interpretation. The human beings presented to the audience are 
recalcitrant anonymous and impossible to scrutinize as "rounded" 
personalities; if anything, their only realist function is to depict the 
dereliction of conventional personality which follows (in small or 
large measure) the experience of disillusionment.^^ 
Davies P. further explains that Beckett's work has been 
evaluated by the writer himself as well as by the other experts as an 
art of insolvency, an art of failure. Far fromi meaning that his stones, 
novels and plays are nihilistic, pessimistic and depressing, this 
description rather refers to Beckett's lifelong suspicion of the tools 
of cultural competency which the twentieth century inherited from 
liberal humanist constructions of human self-identity. Like Jung's 
^^  Davies, P. University of Ulster at Coleraine, Utlucyccom. Retrieved on May 14, 
2012 from the World Wide Web: 
http;//www,samuel-beckett.net/speo[Dle.html 
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depth psychology, and like esoteric psychologies such as Buddhism 
(but without ever identifying itself with these or others), Beckett's 
work seeks a different location for the human psyche than that of the 
realist fiction and drama writer, and a different constitution of 
esteem from that of the capitalist, whether this be a capitalism of 
economics or of cultural appropriations. Once the accretions of class, 
nationality, education, gender and culture have been stripped away 
by the technical art of "indigence", and the poetry of a physical and 
psychical vagrancy, the remaining consciousness recorded by 
Beckett's texts is left with the capacity of unconditioned witnessing. 
His life and art have this intention in common; he left Ireland, and the 
Ireland of his mother, and the language of his education, and the 
scaffolding of human worth assumed in the Western education 
system, in order not to be swallowed by their limitations; and he 
transmuted these abandonments into a devastating critique of a 
culture of dictatorship (hard and soft) and the tyranny of false values. 
In part owing to these qualities, his work appears to have survived 
and transcended all attempts to categorise it or assimilate it into 
traditions such as Existentialism, Modernism, or the Absurdist 
movements with which Beckett was provisionally associated in the 
sixties and seventies. His work has been intensely and internationally 
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studied by critics, produced on stage and TV, and continues to be 
greeted with more or less equal proportions of fascination, devotion 
and horrorJ'^ 
Beckett's dramatic works flaunt the norms of the traditional 
elements of drama. In traditional drama the characterization, plot, 
and location which had hitherto been the characteristics of drama, 
for a comprehensive vision of theatricality. Language seems to fall 
inadequate, as Beckett himself makes it a fabled cosmos which is 
colonized by forlorn creatures who wrestle ineffectively to convey 
the ineffable. His characters exist in a terrible dreamlike vacuum, 
overcome by an overwhelming sense of bewilderment and grief, 
grotesquely attempting some form of communication, then crawling 
on, endlessly. Beckett was the first of the absurdist to win 
international fame. His works have been translated into over twenty 
languages. In 1969 he was awarded the Nobel Prize for Literature. He 
continued to write until his death in 1989, but the task grew more 
and more difficult with each work until, in the end, he said that each 
word seemed to him "an unnecessary stain on silence and 
nothingness." 
"* Ibid 
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SAMUEL BECKETT: A CHRONOLOGY 
1906 Born at Foxrock, near Dublin, on Good Friday, April 13th, 
as son of Protestant parents 
1927 : B.A. in French and Italian, Trinity College, Dublin 
1928 : Paris. Lecturer at the "Ecole Normale Superieure" 
Meets James Joyce. 
1931 : M.A. in French, Trinity College, Dublin Publication of his 
study on Marcel Proust 
1932 : Begins five years of wandering in Germany, France, 
England and Ireland 
1937 : Settles in Paris 
1941 : Joins French Resistance Movement 
1964 : Works with Buster Keaton on Film. 
1969 : Awarded Nobel Prize for Literature 
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Act Without Words I (1952) 
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... but the clouds... (1976) Quad 1 + 11 (1981) 
Nacht und trauma (1982) 
Beckett Directs Beckett (1988-92) 
The san Quentin Drama Workshop Beckett on Film (2002) 
Hosted by Jeremy irons, Produced by PBS [39] 
CINEMA: 
Film (1965) 
NOVELS: 
Dream of Fair to Middling Women (1932; published 1992) 
Murphy (1938) 
Watt (1945; published 1053) 
Mercier and Gamier (1946; published 1974) 
Molloy(i95i) 
Malone Dies (1951) 
The Unnamable(i953) 
How It 15(1961) 
NOVELLET: 
The Expelled (1946) 
The Calmative (1946) 
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Collected Poems in English (1961) 
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Collected Poems in English and French (1977) 
What is the World (1989) 
Selected Poems 1930-1989 (2009) 
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Anna Livia Plurabelle (James Joyce, French translation by 
Beckett and others) (1931) 
Negro: an Anthology (Nancy Cunard, editor) (1934) 
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Cfiapter-III 
JL (BfencC of Comic and bathetic: 
'Waiting for Qodot 
CU^tli /)g^t,^<.^C««u**#^P<«J<«*.U/*«u^^(;«/rf 
Waiting for Godot is hailed as one of the masterpieces of The Theatre 
of the Absurd, written by Samuel Beckett in 1949. The play enjoys the 
same popularity till date, and is still being staged all around the 
world. With the manifestation of this play on the horizon a revolution 
came in the theatre of the twentieth century that was to continue for 
a long time to come and influence many writers thereafter. By 
writing this play Beckett broke away with many rules of the 
traditional drama, and gave the world a chance as well as courage to 
think beyond the conventions that were being followed for such a 
long time. He gave the theatre wings to fly and explore other 
dimensions that were thought of unfeasible before. Waiting for 
Godot changed the way theatre was looked at. For the first time 
people realized that the hilarious and stupid looking routines and 
dialogues could have hidden within them profound grief and endless 
sufferings of humankind. The Godot has come to stay, even though 
he never comes throughout the play, but now and then he keeps 
appearing on one stage or another in some part of the worid and 
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leaving the audience as amazed and puzzled as when the play was 
staged for the first time and has kept the people guessing who he is. 
Much has been said and written about this play and it commands the 
same attention up to date. The recognition that it commands several 
years after it was written is well summarized in the words of 
Handelzalts: 
If theatre in the second half of the 20th century 
earned the designation "theatre of the absurd," 
this is to a considerable extent due to the unique 
experience of Beckett's two tramps. But the 
wonderful thing about them, which has kept 
them alive long after their creator died, is that 
they are so human - Innocent, hurting. In need of 
each other, knowing deep Inside that there Is no 
point In waiting, because Godot will not come, 
and if he comes, It Is not certain that It will be 
him. Yet they continue to wait, because that's 
life.' 
The play opens with the two tramps wait ing on a desolate 
road, standing under a leafless tree, while rest of the landscape 
depicted on the stage is totally barren. The characters are named as 
Vladimir and Estragon. Through their conversation we come to know 
' Handelzalts, M. (2009, December 12). Stage Animal/ Still Waiting for Godot. 
Haaretz Daily Newspaper. Retrieved on June 17, 2012 from the World Wide Web: 
httpi//wwjiAAMaretzxom/cuiture/artdeisure/stage-animai-stiil-wait[n 
1.1105 
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that they are waiting for a man named Godot. Beckett has introduced 
an element of uncertainty in the play for the characters are not sure 
whether Godot will come or not. Meanwhile they pass the time by 
indulging into stupid and funny activities and conversing with each 
other sometimes on such trivial matters as carrot while sometimes 
on serious issues like suicide and the Bible. Then they are joined by 
two strangers, Lucky, the slave and Pozzo, the master. They kill time 
by listening to Lucky's babble and watching him dance. A messenger 
boy visits them and informs that Godot has postponed the meeting 
for the next day. The second act is a repetition of the first one only 
for the fact that Pozzo becomes blind and Lucky mute. The 
characters never remember things from the past for their memory 
fails them. The boy again visits them to deliver the message that 
Godot had further postponed the meeting. As such the tramps are 
again left waiting endlessly to meet Godot, whose existence and 
arrival is doubtful. The playwright Jean Anouilh summarises the 
action of the play as: 
'Nothing happens, nobody comes, nobody goes. 
It's awful.' This line spoken by one of the 
characters In the play, provides Its best summary. 
Godot Is a masterpiece that will cause despair for 
men In general and for playwrights In particular. I 
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think that the opening night at the Theatre de 
Babylone is as important as the opening of 
Pirandello [Six Characters in Search of an Author] 
in Paris in 1923, presented by Pitoeff. 
One can only raise one's hat - a bowler to be sure, 
as in the play - and pray to heaven for a little 
talent. The greatness, the artful playing, a style -
we are 'somewhere' in the theatre. The music-hall 
sketch of Pascal's Pensees as played by the 
Fratellini clowns.^  
Samuel Beckett originally wrote this play in French by the 
name En attendant Godot between the years 1948 and 1949.He 
himself translated it into English, his native language as Waiting for 
Godot with the sub-title A tragicomedy in two acts. The play was 
performed for the first time on January 5**^  1953 at the Theatre De 
Babylone, Paris. His work transformed the way theatre was and since 
then became a remarkable success with the audience whose 
response was mixed for some were bewildered by the performance, 
while others appreciated the comic spirit of the play which exhibits 
deep sufferings and trauma of human existence. The play kept on 
enjoying popularity of production from the different corners of the 
'Jean, A. (1999). Arts and Spectacle. In Lawrence, G., & Raymond, F. Samuel 
Beckett: the Critical Heritage, London: Routledge, p.ioo. 
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world. Bradby very aptly describes the extent of the play's 
recognition: 
In the course of early 1950's, productions of the 
play took place in most European countries and in 
the USA. Godot became a kind of litmus test for 
the state of the theatre in each new place where 
was performed. It was understood 
(misunderstood) differently in different theatrical 
cultures. In countries as different as Spain and 
Yugoslavia it was banned as being subversive. In 
Florida it was advertised as 'the laugh sensation 
of two continents' but flopped; whereas in 
California it made an astonishing impact on the 
prisoners of the San Quentin penitentiary. In 
Sarajevo under siege it had an important morale-
boosting effect.^ 
The work is famous as a play where 'nothing happens 
twice', it is one of the most celebrated works of the theatre of 
Absurd, a genre which believed that the world was deprived of 
religion or any ethical values, a woHd without God and divest of any 
meaning. As clear f rom the label given to the play as 'absurd' it is 
tumultuous, daffy and nonsensical, nowhere throughout the play the 
conformist unities of a traditional play have been fol lowed. There is 
^ Bradby, D. (2001). Becketty^altlngjov Godot, U.K: Cambridge University Press, 
p.2. 
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no proper construction of plot, comic characters' dialogues which are 
non- sequitur farcical remarks. Its theme is inexplicable, and Beckett 
himself never made explicit what his play was about and left it to the 
onlookers and readers to interpret it, Beckett once asserted: 
'I produce an object. What people make of it is 
not my concern [...] I'd be quite incapable of 
writing a critical introduction to my own works.' 
Furthermore, whenever directors and critics 
asked for explanations of Codot, he both side-
stepped their questions and revealed his distrust 
of any kind of exegesis. Two examples will suffice 
here. To Alan Schneider's question 'Who or what 
does Godot mean?', he replied, 'If I knew, I would 
have said so in the play'; when Colin Duckworth 
suggested that the characters existed in a modern 
version of Dante's Purgatory, he responded to the 
'proofs' offered to him with a dismissive, if 
generous 'Quite alien to me, but you're welcome.' 
As is now clearly established, allusions to Dante 
are present throughout his novels and plays, but 
Beckett's position remained resolute; he wanted 
no part in the decoding process that haunts 
critical work, preferring to cling to his belief that: 
'The key word in my plays is "perhaps"'"* 
"* Worton, M. (1994). Waiting for Godot and Endgame: Theatre as Text, in Pilling, J. 
Cambridge Companion to Beckett. U.K: Cambridge University Press, p.67. 
56 
When Beckett wrote the play in English he gave it a sub-title 
'A Tragi-comedy in two acts'. Godot undoubtedly consists of both the 
comic and pathetic elements suffused in a wonderful way that shows 
human affliction, the trauma of waiting in a world for a small ray of 
hope that never seems to be there. To this gray world of the two 
tramps Beckett gives a comic appearance through the foolish 
routines and dialogues of Didi and Gogo. Beneath these humorous 
situations lies deep emotional agony that makes this play absurd. This 
experience of absurdity in the words of Peter Boxall is truly what 
brings out the real colour of the play: 
. . . it Is not the content of the work, not what Is 
said, that matters in a writer of Beckett's stamp, 
but the quality of the experience that is 
communicated. To be in communication with a 
mind of such merciless integrity, of such 
uncompromising determination to face the stark 
reality of the human situation and to confront the 
worst without even being in danger of yielding to 
any of the superficial consolations that have 
clouded man's self-awareness in the past; to be In 
contact with a human being utterly free from self-
pity, utterly oblivious to the pitfalls of vanity or 
self-glorification, even that most venial 
complacency of all, the illusion of being able to 
lighten one's anguish by sharing it with others; to 
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see a long figure, without hope of comfort, facing 
the great emptiness of space and time without 
the possibility of miraculous rescue or salvation, 
in dignity , resolved to fulfil its obligation to 
express its own predicament— to partake of such 
courage and noble stoicism , however remotely, 
cannot but evoke a feeling of emotional 
excitement, exhilaration.^ 
Waiting for Godot is a tale about the miserable condition of 
humankind, a world where people try to find the purpose of living 
and the meaning of life itself. The quest for finding answers to the 
innumerable questions about existence never ends and for most of 
the time the struggle to seek explanation to these unexplainable 
wringers of life ends up in frustration and helplessness. The futility of 
human endeavours is captured in this play which makes our existence 
so pathetic. This vulnerability of being is present right from the 
beginning of the play in Act I in the thwarting situation of the two 
main characters that are bound to spend their time in pointless 
activities and find it difficult to pass their time on earth. 
Estrcjgon, sitting on a low mound, Is trying to take 
off his boot. He pulls at It with both hands, 
panting. 
5 Boxall, P. (Ed.). (2000). Samuel Beckett: Waiting for Godot/Endgame. A Readers 
Guide to Essentia/ Criticism. New York: Palgrave Macmillan. p.62. 
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He gives up, exhausted, rests, tries again. 
As before. 
Enter Vladimir. 
ESTRAGON: {giving up again). Nothing to be done. 
VLADIMIR: (advancing with short, stiff strides, legs wide apart). 
I'm beginning to come round to that opinion. AH my 
life I've tried to put it from me, saying Vladimir, be 
reasonable, you haven't yet tried everything. And I 
resumed the struggle. (He broods, n]using on the 
struggle. Turning to Estragon.) So there you are 
again.^ 
The tragic situation of the two tramps is explained by 
Lawrence Graver who finds the very beginning of the play as full of 
pathos and strangeness: 
The increasing incongruity that marks this yoking 
of the physical and the spiritual, the low and the 
high, the comic and the serious intensifies the 
strangeness and in turn is intensified by 
everything else that occurs in the opening 
minutes of the play. When Vladimir acknowledges 
his friend's presence ('So there you are again'), 
Estragon answers 'Am I?', an amusing yet oddly 
ontological response that subverts the solidity of 
^ Cluman, H. (1962). Seven Plays of the Modern Theatre. New York: Grove Press, 
P-3-
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presence and further feeds our doubt about the 
'reality' of this dramatic situation/ 
Beckett's characters are trapped in a void; the torment of 
passing the day is unbearable and has to be filled with talks and 
routines to pass the time that seems to have stopped. They keep 
themselves engaged in verbal games abusing each other. To exist in 
the world in itself is a profound strain for the tramps. We can see 
how much suffering this dragging sense of time causes to the 
characters, from Vladimir's joyous reaction to Lucky and Pozzo's 
arrival in Act II: "We are no longer alone, waiting for the night, 
waiting for Godot, waiting for ... waiting. All evening we have 
struggled, unassisted. Now it's over. It's already to-morrow." His 
happiness turns out to be premature, but Vlamidir's words make 
clear how painful the duty of bondage of waiting for Godot (or night, 
or death, whichever comes first) really is.^ The existential musing of 
the writer has its reflection throughout the work. To the author 
everything has lost its significance whether be it time or survival, they 
have lost their worth. This sense of bereavement makes the life of 
the tramps gray and doleful. They are scared of being left alone 
^ Graver, L (2004). Samuel Beckett: Waiting for Godot New York: Cambridge 
University Press, p.23. 
* Cibbs, J. L. K. (1999). No-Thing is Left to Tell Zen/Chaos Theory in the Dramatic Art 
of Samuel Beckett. New Jersey: Associated University Presses, p.58. 
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without anyone to converse wi th; they frantically need each other's 
company. Silence is frightening for them as in the stillness of the 
atmosphere they can hear voices that are upsetting for them. 
Consider the fol lowing dialogue in Act II: 
ESTRAGON: In the meantime let us try and converse calmly, 
since we are Incapable of keeping silent. 
VLADIMIR: You're right, we're inexhaustible. 
ESTRAGON: it's so we won't think. 
VLADIMIR: We have that excuse. 
ESTRAGON: It's so we won't hear. 
VLADIMIR: We have our reasons. 
ESTRAGON: All the dead voices. 
VLADIMIR: They make a noise like wings. 
ESTRAGON: Like leaves. 
VLADIMIR: Lfke sand. 
ESTRAGON: Like leaves. 
S/7ence. 
VLADIMIR: They all speak at once. 
ESTRAGON: Each one to itself. 
Silence. 
VLADIMIR: Rather they whisper. 
ESTRAGON: They rustle. 
VLADIMIR: They murmur. 
ESTRAGON: They rustle. 
Silence. 
VLADIMIR: What do they say? 
ESTRAGON: They talk about their lives. 
VLADIMIR: To have lived is not enough for them. 
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ESTRAGON; They have to talk about it. 
VLADIMIR: To be dead is not enough for them. 
ESTRAGON: it is not sufficient. 
Sifence, 
VLADIIVIIR: They mai<e a noise like feathers. 
ESTRAGON: Like leaves. 
VLADIMIR: Likes ashes. 
ESTRAGON: Like leaves. 
Long silence. 
VLADIMIR: Say something! 
ESTRAGON: I'm trying. 
Long silence. 
VLADIMIR: (in anguish). Say anything at all!^ 
Both Vladimir and Estragon represent a piece of humanity 
spending their t ime waiting as waiting forms one of the cruxes of 
human life. Every man everywhere is waiting for something or the 
other, some wish to come true, some dream to be materialized, some 
work to be done, some passion to be realised. Purpose may be 
different but waiting is the same. Most of our lives is spent in this 
manner with the realization that it is bringing us closer to death 
everyday as every hour gone is an hour more closer to end. Sylvain 
Zegel in his review of the play in the newspaper Liberation finds the 
^ Cluman, H. (1962). Seven Plays of the Modern Theatre. New York: Grove Press, pp. 
51-52. 
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two tramps indulged in meaningless activities keeping the metaphor 
of time lag alive throughout the play: 
These two tramps, who represent all humanity, 
utter remarks that any one of us might utter. 
These two men are feeble and energetic, 
cowardly and courageous; they bicker, amuse 
themselves, are bored, speak to each other 
without understanding. They do all this to keep 
busy. To pass time. To live or to give themselves 
the illusion that they are living. They are certain 
of only one thing: they are waiting for Godot. 
Who Is Godot? They don't know. And In any case, 
this myth hasn't the same form the same 
qualities, for each of them. It might be happiness, 
eternal life, the ideal and unattainable quest of all 
men-which they wait for and which gives them 
the strength to live on...'° 
The tediousness and suffering of Gogo and Didi if examined 
closely are our own. Their traits may at the first sight seem to be 
comic but they have in them the feeling of entrapment and 
impuissance. The vacuousness and hollowness of life is reverberated 
through their speeches. They keep on clinging to each other trying to 
share their bundle of hardships with each other. They represent a 
'° Zegel, S. (2005). Liberation. In Graver, L, & Federman, R. The Critical Heritage 
Samuel Beckett. New York: Routledge, p.96. 
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simple man who is always in need of a companion. The lamentable 
side of their situation is that they cannot leave each other even if 
they want as the heavy load of silence would definitely be unbearable 
for both of them. They are struggling to keep away the placidity and 
keep the conversation going on. The miserable life that both of them 
are leading is prone to go through agony that is mental as well as 
physical. Estragon is beaten up by unknown people, and this has 
become a habit with him as we come to know through their 
conversation in Act I that it was not the first time that it happened, it 
happened in the past too. 
VLADIMIR: (hurt, coldly). May one inquire where His 
Highness spent the night? 
ESTRAGON: in a ditch. 
VLADIMIR: (admiringly). A ditch! Where? 
ESTRAGON: (without gesture). Over there. 
VLADIMIR: And they didn't beat you? 
ESTRAGON: Beat me? Certainly they beat me. 
VLADIMIR: The same lot as usual? 
ESTRAGON: The same? I don't know." 
In the opinion of Sanford V. Sterniicht 
companionship can be really helpful in reducing the pain of 
" Cluman, H. (1962). Seven Plays of the Modern Theatre. New York: Grove Press, 
P-3-
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survival to some extent as both Vladimir and Estragon need 
each other to keep suffering and still going on: 
Waiting for Godot Is simultaneously about the 
need for identity and the loss of it. Existing in a 
blighted landscape, Vladimir and Estragon seem 
like survivors of a catastrophic tragedy: a nuclear 
war, genocide, a world-jarring volcanic eruption, 
a meteor strike. They are humanity reduced to 
basics. That is the human condition. Beckett 
wants us to contemplate the smallness of our 
lives. Perhaps only some human companionship 
can assuage the pain of existence.^ ^ 
Estragon and Vladimir are tv/o different aspects of 
humanity. Estragon represents the physical aspect and Vladimir 
typifies the mental aspect. While reading or watching the play it is 
decipherable that Vladimir is a philosophic character through whom 
the author articulates serious issues of salvation and the Bible etc. On 
the other hand Estragon is most of the t ime worried about the 
physical issues such as the problem with his foot . Another reason for 
the tramps to stay together is that they have lost their sense of time 
which is quite a big tragedy of a human life. Estragon suffers with a 
faulty memory and is always depending on Vladimir to remind him 
" Sanford, V. S. (2005). Masterpieces of Modern British and Irish Drama, USA: 
Greenwood Press, p.56. 
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about his past. There is nobody else who know them, in a way they 
define each other. Both of them make each other realize that they 
are alive, even though it is not a very celebrated existence. Their 
conversation in Act I mirrors their faulty memory: 
VLADIMIR: All the same.. . that t r ee . . . 
{turning towards auditorium) that b o g . . . 
ESTRAGON: You're sure it was this evening? 
VLADIMIR: What? 
ESTRAGON: That we were to wait. 
VLADIMIR: He said Saturday. (Pause.) I think. 
ESTRAGON: You think. 
VLADIMIR: I must have made a note of it. 
(He fumbles in his pockets, bursting witli 
m/sce/Ianeous rubbish.) 
ESTRAGON: (very insidious). But what Saturday? 
And is it Saturday? Is it not rather Sunday? 
(Pause.) Or Monday? (Pause.) Or Friday?'^ 
Time has lost its implication in the play. Both the acts are 
similar except for a few changes. The tramps spend everyday of their 
life in the same manner. Time is of any significance only when it 
brings about a change. When there is something novel or something 
meaningful to be done every day, a single thing that ramifies one day 
f rom another. A deed that gives one a reason to remember a day. For 
^^  Cluman, H. (1962). Seven Plays of the Modern Theatre. New York: Grove Press, 
p.8. 
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Vladimir and Estragon tine coming day is tine same as the day gone by. 
They spend every day doing the same things, sleeping, complaining 
about feet and kidney, quarrelling and waiting for the Godot, an 
endless wait, a wait too long for something concrete to come, and it 
always up ends up purposelessly . It has become difficult for them to 
keep track of time, which seems nothing but a long, long wait 
extended into uncertainty. Their confusion about time is reminiscent 
in Act I: 
VLADfA/IIR: What did we do yesterday? 
ESTRAGON: Yes. 
VLADIMIR: Why... (Angr//y.) Nothing is certain when 
you're about. 
ESTRAGON: In my opinion we were here. 
VLADIA/IIR: {looking round). You recognize the place? 
ESTRAGON: I didn't say that. 
VLADIMIR: Well? 
ESTRAGON: That makes no difference."* 
Talking about sufferings, the characters in most of the plays 
of Samuel Beckett have one or other kind of physical paroxysm. Like 
all human beings they too languish with some kind of ailment which 
makes them more human to commiserate with them. Samuel Beckett 
himself throughout his life struggled with different bodily diseases till 
'' Ibid. 
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the end of his life, his whole family died in his lifetime fighting with 
afflictions that brought extreme tribulation to him. This sad truth of 
being, of physical torment is there in all the works of Beckett. 
Estragon suffered with smelly swollen foot and Vladimir had problem 
of weak bladder. In the words of Kathryn White this physical decay of 
the characters in Beckett's play makes the onlooker comprehend the 
inescapable failure of our existence: 
For Beckett, to have physical being at all Is to be 
in a sense handicapped, as one fs trapped in the 
physical machine that is the body. Hence, the 
Cartesian dualism is highlighted, as the body Is in 
fact a degenerating vehicle that houses the, all 
too often. Imperfect mind. It Is evident that 
Estragon suffers from sore feet, and when we 
first see him he Is endeavouring to remove his 
boot, in an attempt to provide relief from the pain 
and misery that he endures everyday from this 
affllction.[... ] Similarly Vladimir Is also plagued 
with an irritating condition; the exact nature of 
his ailment Is never actually specified, but we are 
certain that his problems are bladder related. 
Perhaps he suffers from some prostate problem. 
Therefore, due to his affliction, he experiences 
pain when passing urine; as a result he must 
refrain from laughing In an attempt to limit the 
number of times that he must run off to relieve 
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himself. Beckett's description of tlie play as a 
tragi-comedy is clearly illustrated here, due to the 
fact that if Vladimir experiences pleasure and 
proceeds to laugh, his pleasure will ultimately 
lead to an encounter with pain. Vladimir, 
therefore, essentially must refrain from feelings 
of happiness or joy in an attempt to cope with his 
urinary problem. This urinary problem 
consequently has the same effect on Vladimir's 
life, as Estragon's problem has on his, in that it 
essentially dominates his life and shapes his 
entire existence physically, mentally and indeed 
emotionally.^ ^ 
During their incessant wait for the arrival of Godot the 
tramps ponder on suicide twice. Through their dialogues we come to 
know the fact that suicide is not something unfamiliar to them. In the 
past Estragon tried to commit suicide by drowning himself but was 
saved by Vladimir. Beckett does not even allow his tramps the 
privilege to commit suicide and end their boredom and languish by 
embracing death. Death, the end of life and all its meaningless 
hassles is not to be granted to them so easily. They have to go 
through the torment of an endless wait. Gogo and Didi think of 
committing suicide but are afraid that if one them is left alone, the 
'^ White, K. (2009). Beckett and Decay. New York: Continuum International 
Publishing Group, pp.9-10. 
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situation would be more affocious than death as death is the end of 
all kind of struggles but being left alone, without anyone to relate to, 
is like living in an emptiness which is excruciating. They want to make 
sure that both die so that none is left to bear the pain alone. Since 
there is no one else except these two in this barren landscape, if one 
helps the other to hang himself the other would be left alone with no 
one to help him out in ending his life. Their fear of loneliness is visible 
in their argument in Act I: 
ESTRAGON: Let's hang ourselves immediately! 
VLADIMIR: From a bough? (They go towards the tree.) 
I wouldn't trust it. 
ESTRAGON: We can always try. 
VLADIMIR: Go ahead. 
ESTRAGON: After you. 
VLADIMIR: No no, you first. 
ESTRAGON: Why me? 
VLADIMIR: You're lighter than I am. 
ESTRAGON: Just so! 
VLADIMIR: I don't understand. 
ESTRAGON: Use your intelligence, can't you? 
Vladimir uses his Intelligence. 
VLADIMIR: (finally). I remain In the dark. 
ESTRAGON: This is how it Is. (He reflects.) The bough . . . 
the bough . . . (Angrily.) Use yourhead, can't you? 
VLADIMIR: You're my only hope. 
ESTRAGON: (with effort). Gogo light—bough not break— 
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Gogo dead. Didi heavy—bough break—Did! alone. 
Whereas— '^ 
Claudia Clausius in her essay "Bad Habits Wh/le Waiting For 
Godot" explains that through Gogo and Didi's twice unsuccessful 
efforts trying to end their life Beckett wanted his readers to realize 
that humans are defenceless, their being is simply reduced to nothing 
tangible, and they become a matter of ridicule for the world: 
In act I DidI and Gogo's suicide attempt is pre-
empted by their fear of loneliness. This cancelled 
suicide, nevertheless, has a human dimension to 
it, whereas the attempted suicide that ends the 
play is pitilessly ridiculed with the help of a typical 
Chaplin gag. At the end of Beckett's play Gogo 
spends several minutes ignorant that his pants 
have fallen around his ankles. While at the end of 
act I the absurdity of the tramps suicide attempt 
is sensitively tempered by their feelings of 
friendship for one another, at the end of act 2 
nothing mitigates their grotesque and ludicrous 
actions. The comical incongruity of Gogo standing 
with his pants around his ankles, innocently 
asking "Shall we go?" instills a degree of 
humiliation and indignity that is entirely absent 
from the first suicide attempt. Beckett implies 
"" Cluman, H. (1962). Seven Plays of the Modern Theatre. New York: Grove Press, 
pp.10-11. 
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that falling to kill himself man with his pants 
down, vulnerable and laughable/^  
Besides Estragon and Vladimir there are two other 
characters in the play named Pozzo and Lucky. The relationship they 
share is that of a master and servant. Beckett here shows another 
dimension of human correlation, both of them are completely 
different from each other but still tied to each other. Lawrence 
Graver finds them completely different from Gogo and Didi having a 
totally diverse meaning in them: 
From the moment they appear, the bellowing 
master and his shackled slave stand as contrasts 
to the impoverished other couple and seem to 
embody much that Is absent in their personalities 
and situation. If Vladimir and Estragon are 
defined by their tenuousness - by what they and 
we don't know of their histories and purpose, by 
the nervous questions they ask and the answers 
denied to them-Pozzo and Lucky announce 
themselves immediately as substantial creatures 
of context and direction. The flamboyant master 
exudes force and authority; the encumbered 
servant fittingly displays a cowed submissiveness. 
M present myself: Pozzo . . . Made in God's image!' 
'^  Clausius, C. (1987). Bad Habits While Waiting for Godot. In Burkman K. H. Myth 
and Ritual in tiie Piays of Samuel Beckett New Jersey: Fairleigh Dikinson University 
Press, p.141. 
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the whip-wielding figure says and then acts with 
an overbearing mix of callousness and civility that 
appears to reflect a thousand years of inherited 
rule. [...] The slave at the end of his rope fetches 
and carries on order, nearly swoons, but unlike 
Didi and Gogo never doubts his place.^ ^ 
Both of them are tied to each other with a piece of rope, 
with one end tied around Lucky's necl< and the other in Pozzo's hand 
to control him. The scene dispels pathos with Pozzo as a cruel tyrant 
treating his servant mercilessly. The audience are informed that 
Pozzo is going to sell Lucky at the Fair as he is no longer of any use to 
him. All the time when Pozzo is on the stage he keeps on abusing 
Lucky who never reacts to the mistreatment. The reason for 
submissive nature of Lucky can be summarized in the words of Pozzo 
in Act 1 when he says that the only reason for Lucky's existence is to 
titillate his master. 
POZZO: Ah! Why couldn't you say so before? Why he 
doesn't make himself comfortable? Let's try and 
get this clear. Has he not the right to? Certainly he 
has. It follows that he doesn't want to. There's 
reasoning for you. And why doesn't he want to? 
(Pause.) Gentlemen, the reason is this. 
'^  Graver, L (2004). Samuel Beckett: Waiting for Godot. U.K.: Cambridge University 
Press, pp.44-45-
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VLADIMIR: (to Estragon). Make a note of this. 
POZZO: He wants to impress me, so that I'll keep him.^ ^ 
Just as Vladimir and Estragon need each other to journey 
through the miseries of life, Pozzo and Lucky also need each other. 
Pozzo needs Lucky to think for him, dance for him and to entertain 
him. Lucky in spite of his wretched condition never seems to 
complain. He also relies on Pozzo for his own existence. Like all 
human beings they too need companions, whether they like each 
other or not. Tormented at the hands of his cruel master Lucky still 
cannot imagine to get separated from him, and is seen crying at its 
possibility when Pozzo tells about his plan to sell him and get rid of 
him. Consider the following dialogues in Act I: 
VLADIMIR: You want to get rid of him? 
POZZO: I do. But instead of driving him away as I might 
have done, I mean instead of simply kicking him out 
on his arse, in the goodness of my heart I am 
bringing him to the fair, where I hope to get a good 
price for him. The truth is you can't drive such 
creatures away. The best thing would be to kill 
them. Lucky weeps.^° 
"^ Cluman, H. (1962). Seven Plays of the Modern Theatre. New York: Grove Press, 
p.23. 
'°lbid. 
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Lucky and Pozzo are also symbolic of the loss of significance 
of time. In the first act Lucky is capable of speech and Pozzo in the 
best of his health. However, when they enter the stage in the second 
act, Lucky has turned dumb and Pozzo blind. The flow of time Is lost 
somewhere for the arrogant master is now dependent on his slave to 
show him the direction. In Beckett's universe of World War II, time 
had absolutely lost its significance, hours and days were spent in 
waiting to receive some promising news. Waiting for Godot too 
echoes with this theme of meaninglessness of time as when in Act II 
we find that Pozzo has suddenly gone blind: 
POZZO: I woke up one fine day as blind as Fortune. {Pause.) 
Sometimes I wonder if I'm not still asleep. 
VLADIMIR: And when was that? 
POZZO: I don't know. 
VLADIMIR: But no later than yesterday— 
POZZO: (violently). Don't question me! The blind 
have no notion of time. The things of time are 
hidden from them too.^' 
Michael Gurnow pens down in short a view of this lost 
sequence of time that brings a complete changeover in the situations 
of the master and the servant: 
'' Ibid., p.75-
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Beginning in the middle of the play, as the play 
begins in medias res, the image of the elderly 
Lucky symbolizes the euphoric mental plight that 
a lifetime of experience and learning may render 
and how exponentially quick physical human 
decline can consume that same individual. In the 
first act, Lucky is able to espouse words of 
wisdom upon most every topic with only the 
burden of repetition that is debatably due to loss 
of short-term memory.[ . . . ] In the second act 
Lucky, as well Pozzo, have undergone drastic 
declines in their physical, and possibly mental, 
health. Lucky, though plausibly still capable of 
heightened thought, is no longer able to speak 
while the once seemingly omnipotent, but now 
blind Pozzo -- whom Estragon and Vladimir at one 
time mistook for Godot -- has become yet another 
piece of baggage In which Lucky must transport 
in the pair's wonderlngs." 
Pozzo who used to be a brutal master is humanised after he 
suffers a poor fate and becomes blind. He realizes that however 
powerful a person thinks of himself to be, ultimately he is fiddled by 
an unknown power and that the time is the most powerful. The 
ultimate end of all human endeavours goes waste and is lost with 
"Cumow, M. No Symbols Where None Intended: A study of Symbolisnn and 
Allusion in Samuel Beckett's Waiting for Godot. Retrieved on June 09, 2011 from 
the World Wide Web: www.themodernworld.com/beckett/paper_gurnow.html 
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death. Time loses its importance as we keep on hoping for change 
and when the change occurs the past seems to be much better. The 
element of time has an uncertainty in it. Pozzo's final and one of the 
most important speeches of the play brings out the briefness of the 
wheel of time and meaninglessness of life. Beckett, through his 
characters tells us that life is so short that it seems the gap between 
birth and death is just like a flash of light that blinks for a moment 
and then is lost forever. Time has wings and it flees so swiftly that we 
are unable to keep track of it. Day turns into night and night into day 
that death seems to be there at a small distance for us. Thus, life 
ends without hopes being fulfilled, without dreams being realised, 
without changes that we wait for to come and transform our lives. 
Pozzo's dialogues in Act II beautifully encapsulate the tyranny of 
time: 
POZZO: (suddenly furious.) Have you not done tormenting 
me with your accursed time! It's abominable! When! 
When! One day, is that not enough for you, one day 
he went dumb, one day I went blind, one day we'll 
go deaf, one day we were born, one day we shall 
die, the same day, the same second, is that not 
enough for you? (Calmer.) They give birth astride of 
a grave, the light gleams an instant, then its night 
once more. (He jerks the rope.) On! 
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Exeunt Pozzo and Lucky. Vladimir follows them to 
the edge of the stage, looks after them. The noise of 
falling, reinforced by mimic of Vladimir, announces 
that they are down again. 
Silence. Vladimir goes towards Estragon, 
contemplates him a moment, then shakes him 
awake.^^ 
The speech given by Pozzo is further extended in the words 
of Vladimir when he makes an evaluation of himself and humanity as 
a whole. Vladimir admits to himself that not only he, but people 
outside his desolated world are also afflicted by the same harsh 
indifference of time. Time makes man helpless. He realizes that his 
existence is worthless. The consciousness that life is nothing but an 
array of events that are hollow and keeps on repeating themselves. 
This monotony acts as a cancer that makes life unbearable. We are 
made aware that to continue breathing in itself is a torment. These 
pathos and sufferings of existence find words in Vladimir's speech in 
Act II: 
VLADIMIR: Was I sleeping, while the others suffered? Am I 
sleeping now? Tomorrow, when I wake, or think I 
do, what shall I say of today? That with Estragon my 
'^  Cluman, H. (1962). Seven Plays of the Modern Theatre. New York: Grove Press, 
Pp.77-78. 
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friend, at this place, until the fall of night, I waited 
for Godot? That Pozzo passed, with his carrier, and 
that he spoke to us? Probably, But in all that what 
truth will there be? (Estragon, having struggled with 
his boots in vain, is dozing off again. Vladimir looks 
at hin).) He'll know nothing. He'll tell me about the 
blows he received and I'll give him a carrot. 
(Pause.) Astride of a grave and a difficult birth. 
Down in the hole, lingeringly, the grave digger puts 
on the forceps. We have time to grow old. The air is 
full of our cries. (He listens.) But habit is a great 
deadener. (He looks again at Estragon.) At me too 
someone is looking, of me too someone is saying, 
He is sleeping, he knows nothing, let him sleep on. 
{Pause.) I can't go on! (Pause.) What have I said? He 
goes feverishly to and fro, halts finally at extreme 
left, broods. Enter Boy right. He halts. Si/ence.^'' 
Although according to Beckett existence is tragic and 
human beings are suffering as they are tangled in the indestructible 
web woven by time Beckett gives his characters a comic colouring. 
He was inspired by the famous comic characters like Charlie Chaplin 
and Buster Keaton. Though his works are regarded as bleak and full 
of pathos, he gives us a glint of comedy that is so essential part of his 
^^lb/d,pp.78-79-
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plays. Martin Esslin traces the comic tradition that inspired most of 
Beci<ett's work and the way it is reflected in his works: 
It has frequently been pointed out that Beckett's 
heroes have much in common with the great 
popular comedians of our century: Laurel Hardy, 
Charlie Chaplin, Buster Keaton. It is no 
coincidence that those great comedians also 
portrayed men at the edge of society, in extreme 
situations of poverty. Chaplin's little man was as 
often disappointed in his hopes as Estragon and 
Vladimir are in Waiting for Godot, and we usually 
saw him at the end wandering away into the 
distance towards another and equally 
disappointed adventure. Yet those great popular 
comic archetypes of our century were never felt 
to be depressing characters. They embodied the 
courage, the indestructibility of the little man in 
the face of the horrors of an industrialized and 
over-mechanized society. It is because Vladimir 
and Estragon are from the same tribe as Charlie 
Chaplin's little tramp and Buster Keaton's stoic 
that they have succeeded in making their creator 
famous throughout the world.^ ^ 
Beckett very well gives words to his thoughts through this 
play that existence is basically tragic as we human beings have no 
'^  Esslin, M. (1967, September 24), Beckett: Is it all Gloom and Doom? The New 
York Times, P.117. 
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choice but to endure and wait for the death to come and maybe this 
death will act as a catalyst that releases us from our sufferings 
forever. However, in the midst of all such commotion and chaos, 
Beckett makes his characters play games, insult each other, to pass 
time which lends a comic aura to the play. The two main characters in 
the play resemble clowns of a circus performing different antics. 
Agnes Heller delineates how Beckett gives his play both the colours 
of comedy and tragedy as he always resisted to give his play a proper 
definition as to the genre it belonged to. 
Estragon and Vladimir, just like Mercier and 
Camier, are typical circus clowns, named Gogo 
and Didi. But they are no longer young. They used 
to be circus acrobats: "Hand in hand form the top 
of the Eiffel tower, among the first."[...]. They 
behave as clowns normally do. For example, they 
play the old trick of being unable to take off their 
boots, the joke of looking into the boot, and they 
constantly repeat themselves, e.g. In their play 
with the hat, their pretending to have just met, 
their pretending to go (while they remain) and so 
on. They also tell (or try to tell) old and dirty 
jokes; they unbutton their flies publicly: "I never 
neglect the little things in life." We also 
encounter the recurring motive of the comic hero 
"hanging himself,"[...]. In addition the trick of 
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prohibiting laughter, and further the practical 
joke of offering a choice between, e.g., a turnip 
and a carrot, though one only ever receives the 
opposite of that chosen, continues to reoccur.^ ^ 
The play begins with the clownish behaviour of Estragon 
who is trying to take out his boots but could not succeed; he takes 
rest and then resumes his struggle with the boots. This seems to be 
one of the very common antics of the circus clowns: 
A country road. A tree. 
Evenmg. 
Estragon, sitting on a low mound, Is trying 
to take off his boot. He pulls at It with both 
hands, panting. 
He gives up, exhausted, rests, tries again. 
As before.^ '' 
The tramps are dressed in baggy pants, indulge in cross-
talks. They perform tricks of the circus clowns when they exchange 
their hats, struggle with the boots, and peer inside their hat and 
boot, as in Act I when Estragon asked Vladimir for help and he is busy 
with his hat: 
'^  Heller, A. (2005). Immortal Comedy: the Comic Phenomenon in Art, Literature and 
Life. U.K: Rowman & Littlefield Pub., p.133. 
'^  Cluman, H. (1962). Seven Plays of the Modern theatre. New York: Grove Press, 
P-3-
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VLADIMIR: Sometimes I feel it coming all the same. Then I go 
all queer. (He takes o^^ his hat, peers inside it, feels 
about inside it, shakes it, puts it on again.) How shall 
I say? Relieved and at the same t ime. . . (he searches 
for the word) . . . appalled. (With emphasis.) AP-
PALLED. (He takes off his hat again, peers inside it.) 
Funny. (He knocks on the crown as though to 
dislodge a foreign body, peers into it again, puts it on 
again.) Nothing to be done. {Estragon with a 
suprenne effort succeeds in pulling off his boot. He 
peers inside it, feels about inside it, turns it upside 
down, shakes it, looks on the ground to see if 
anything has fallen out, finds nothing, feels inside it 
again, staring sightlessly before him.) Well? 
ESTRAGON: Nothing. 
VLADIMIR: Show me. 
ESTRAGON: There's nothing to show. 
VLADIMIR: Try and put it on again.^ ^ 
Vladimir and Estragon are most of the time engaged in silly 
conversation or trying to do things in which they never succeed. Just 
like clowns who try to perform easy day to day work that would 
never demand any kind of exertion but they always fail In it which 
makes them the object of laughter. Same is the case with Gogo and 
Didi who try to pass the time by doing different things but always fail 
in their attempt and this very nature of their action brings laughter 
'' Ibid, pp.4-5. 
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to the audience or the reader. Another way to trick away the time is 
to keep the conversation going. Since they have nothing significant 
to do, they have arguments about even the most futile things like 
radish and carrots which creates a comic atmosphere in the bleak 
backdrop of a barren land and a single leafless tree. This circus clown 
routine in Act II is enough to make one smile: 
VLADIMIR: Would you like a radish? 
ESTRAGON: Is that all there is? 
VLADIMIR: There are radishes and turnips. 
ESTRAGON: Are there no carrots? 
VLADIMIR: No. Anyway you overdo it with your carrots. 
ESTRAGON: Then give me a radish. 
(Vladimir fumbles in his pockets, finds nothing 
but turnips, finally brings out a radish and hands it to 
Estragon who examines it, sniffs it.) It's black! 
VLADIMIR: It's a radish. 
ESTRAGON: I only like the pink ones, you know that! 
VLADIMIR: Then you don't want it? 
ESTRAGON: I only like the pink ones! 
VLADIMIR: Then give it back to me. 
Estragon gives it back. 
ESTRAGON: I'll go and get a carrot. He does not move.^^ 
Beckett fills the play up with comic gags and cross talks that 
lifts up the mood of the play which is more of a tragedy of human 
^^lbid,p.57. 
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existence and struggles. As mentioned before in this study, Vladimir 
and Estragon are botfi waiting for a person called Godot to come and 
struggling to pass the days. For them living in this world in itself has 
become a metaphor associated with pain and they find death as a 
better option to end this pang of life. In their trial to end their life 
they consider suicide. Beckett gives a comic colour to their 
sufferings, these clowns fail in their attempt even to embrace death. 
Their idea of hanging themselves in Act I is an example of Beckett's 
use of comedy amidst the tragedies of life: 
ESTRAGON: What about hanging ourselves? 
VLADIMIR: Hmm. It'd give us an erection. 
ESTRAGON: {highly excited). An erection! 
VLADIMIR: With all that follows. Where it falls mandrakes grow. 
That's why they shriek when you pull them up. 
Did you not know that? 
ESTRAGON: Let's hang ourselves immediately!^" 
The comedy does not end here, in Act 1 after they decide to 
commit suicide, they are confused as to who should be hanged first. 
Their puzzlement on this issue leads to laughter: 
VLADIMIR: From a bough? (They go towards the tree.) 
I wouldn't trust it. 
^° Ibid., p.io. 
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ESTRAGON: We can always try. 
VLADIMIR: Go ahead. 
ESTRAGON: After you. 
VLADIMIR: No no, you first. 
ESTRAGON: Why me? 
VLADIMIR: You're lighter than I am. 
ESTRAGON: Just so! 
VLADIMIR: I don't understand. 
ESTRAGON: Use your intelligence, can't you? 
Vffld/m/r uses his inteWlgence?^ 
As the sub-title of the play runs "A Jmgl-comedy" Beckett 
has surely infused in the play both the elements of tragedy and 
comedy. It might be absurd to look for pure joy in tragic-comedy as 
each play tends to be a complete and unique experience in itself. 
Beckett provides his tramps and not to mention the master and 
servant duo of Pozzo and Lucky a shade of comedy even in the most 
desperate conditions as they are in, and in doing so he gives us some 
hope out in the most woebegone ambiance. The characters in the 
midst of this desolation keep their conversations going, even though 
if it is about feckless things of life. It brings to surface their courage 
and strength to keep going on. They find time to play games, at one 
point in the play Vladimir asks Estragon to play a game "We could 
play at Pozzo and Lucky" which is quite funny. When Pozzo and 
^' Ib/d. 
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Lucky arrive for the first time in Act I and Pozzo orders Lucky to think, 
when ail three are fed up with his broken philosophical speech they 
try to snatch Lucky's hat, all this make the situation so humorous: 
POZZO: His hat! 
Vladimir seizes lucky's hat Silence of lucky. 
He jails. Silence. Panting of the victors. 
ESTRAGON: Avenged! 
Vladimir examines the hat, peers Inside It. 
POZZO: Give me that! (He snatches the hat from Vladimir, 
throws it on the ground, tramples on It.) 
There's an end to his thinking!'^ 
Another whimsical scene in Act II portrays all the characters 
falling down on each other when Vladimir and Estragon are trying to 
help Pozzo in getting up. But the most momentous capricious scene 
takes place at the end of the play when jaded by life the two tramps 
again attempt suicide for the second time. In the absence of a strong 
rope to hang them Estragon takes out his belt and his trousers fall 
down to his ankles, they both try the strength of the belt and it 
breaks and they almost fall: 
ESTRAGON: Wait, there's my belt. 
VLADIMIR: It's too short. 
ESTRAGON: You could hang onto my legs. 
''Ibid., p.35. 
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VLADIMIR: And who'd hang onto mine? 
ESTRAGON: True. 
VLADIMIR: Show me all the same. (Estragon loosens the cord 
that holds up his trousers which, much too big for 
him, fall about his ankles. They look at the cord.) it 
might do in a pinch. But is it strong enough? 
ESTRAGON: We'll soon see. Here. 
They each take at] er\d of the cord ar)d pull. 
It breaks. They almost fall. 
VLADIMIR: Not worth a curse." 
Through this scene Beckett implies that even in the 
grimmest situations of our life we are subjects of amusement for 
others. To conclude, Beckett's play Waiting for Godot is a tragic-
comedy in a real sense. We find in his play the dark and distressing 
world of tragedy with streaks of vaudeville Charlie Chaplin humour. 
Though the play has intermingling of both the comic and the pathos, 
the bend is more towards the pathetic implications. While his comedy 
acts as a source of laughter for his spectators, it does not last for a 
long time. There is no relief to be found as ultimately this comedy will 
lead to tragedy. The world of his play is the world of human suffering 
and waiting, a wait that does not have any ending. Waiting for 
aspirations to be satisfied, for help to come, and most important of 
all for death to come and mesmerize them with sweet lullaby that 
5^ Ibid., p.82. 
sends them to take rest in eternal sleep that takes away from them 
all the anxieties and hassles of a painful and disagreeable existence. 
The tragedy in his play is unlimited and cannot be tied to any 
one aspect of life. Sufferings have no bound, they rule the life and are 
inseparable part of human life on this earth. Going through the life 
history of Beckett, one observes that his life was full of pains and 
irrecoverable losses. He lost all those he adored. He himself was 
constantly suffering from one ailment or other, the source of physical 
agony that his characters go through. The world that he saw as a 
young man was a world torn down by a war. There was darkness all 
around with people killing each other for no reasons and waiting 
somewhere far away in some desolated land uncertain about their 
future, about the next coming moment, spending every hour of their 
life in anguish and despair. All these aspects of that world are 
abundantly present in his play: gloom, uncertainty, fear, poignancy, 
an unending inventory of fatalities and pain. 
Beckett reaches out to the uttermost end of misery. His 
clowns are desperate to end their lives as this is the best way to put 
end to all the miseries of existence. Beckett denies this option to his 
characters, they do not have the ease to get rid of this pain, they will 
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have to wait, to be tormented, and death will definitely come to 
them but slowly making their life miserable. To Beckett existence 
itself is an utmost torment, as we are denied what we want and 
bestowed with things that we would never like to have. Our fate is 
decided by an unknown entity that is most of the time indifferent 
towards our feeling and our pains. We suffer for no fault of our own, 
we wait and during the process of this waiting we degenerate 
mentally and physically. 
Beckett was living in a sceptic time where it was difficult to 
give any meaning or purpose to life. Life had lost all its charms and 
temptations and had become unbearable with slight difference that 
make all the days identical. As Lawrence Graver mentions in his book 
that Beckett himself insisted that Waiting for Godot is designed to 
give artistic colour to 'the irrational state of unknowingness wherein 
we exist, this mental weightlessness which is beyond reason'^^ Life 
does not provide us with any enticement to continue. He is inspired 
by the ideas of Arthur Schopenhauer who expressed his views of life 
as the most distrustful one: 
^^  Graver, L (2004). Waiting for Godot. Cambridge: Cambridge University Press, 
p.22. 
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...universal need, ceaseless cares, constant 
pressure, endless strife, compulsory activity, with 
extreme exertion of all the powers of body and 
mind [. . •] the tumult is indescribable. But the 
ultimate aim of it all, what is it? To sustain 
ephemeral and tormented individuals through a 
short span of time in the most fortunate case with 
endurable want and comparative freedom from 
pain, which however, is at once attended with 
ennui; then the reproduction of this race and its 
striving? In this evident disproportion between 
the trouble and the reward, the will to live 
appears to us from this point of view. If taken 
objectively, as a fool, or subjectively, as a 
delusion, seized by which everything living works 
with the utmost exertion of its strength for 
something that is of no value. But when we 
consider it more closely we shall find here also 
that it is rather a blind pressure, a tendency 
entirely without ground or motive.^ ^ 
Among these tragic elements, Samuel Beckett brings out 
comedy, a comedy that is far more ironic and less joyful. Beckett can 
be funny in the midst of his chaotic world. He gave comedy a 
complete new approach. Through his humour we come face to face 
5^ Schopenhauer, A. (2011) in Bloom, H. "Introduction." Modern Critical 
Interpretations: Samuel Beckett's 'Waiting for Godot." New York: Infobase 
Publishing, p.i44-
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with absurdity of human situation. Waiting for Godot is surely a tragic-
comedy with tragedy of human life and black comedy that brings out 
the most humane part of us. Although his play seems to be 
pessimistic and difficult to interpret, yet it cannot be said to be 
completely devoid of hope and provide strength to keep going on 
and on. 
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i. Endgame: 
Beckett's four major plays ("Waiting for Godot", "Ali that 
Fall", "Endgame" and "Happy days") are totally different from his 
other shorter plays. Above all, they are longer than his other plays. 
This chapter will focus on how Endgame and Happy Days are more or 
less similar to his other longer plays. 
Endgame is a peculiar and malicious play. At the time it was 
written, after World War II, tragic visions were much in vogue, and 
readers were lost in thought with the problem of discovering 
meaning in a world of torment. Beckett can make comedy from 
these visions of human pain; nonetheless, he never finishes 
commiserating with his characters. In all of his work, he depicted 
people who had suffered so much that they were long past hope. 
And yet, even in the absence of hope, his characters still continue on 
for reasons that they cannot understand. 
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Beckett delineates nothingness, emptiness, repetition and 
boredom tiiroughout his writing career. His second play ^^End^ame" 
also much gloomy, is shot through with scaffold humour. The play's 
two protagonists suffer from physical ailments: Hamm is blind and 
Clov keeps on moving and cannot stay at one place. lx\dgaxm shows 
through its ludicrousness, purposelessness, and use of dark humour, 
mainly in the interactions between Hamm and Clov. The 
nonappearance of connotation is the element most representative of 
the philosophical concept of the absurd, and is revealed in some 
ways during the play. Firstly, there is no particular resolution or 
redemption for any character in the play. Hamm and Clov are 
tormented throughout the play while they engage in the same 
meaningless, repetitive routine day after day. Clov will try to stop 
serving Hamm or Hamm will tell him to leave. They engage in the 
same repetitive conversations every day, and even Nagg and Nell go 
through the same daily farce of attempting to kiss one another from 
their respective bins. Furthermore, Clov's opening dialogues in the 
play i.e. "Finished, it's finished, nearly finished, it must be nearly 
finished. Grain upon Grain, one by one, and one day, suddenly, there 
is a heap, a little heap, the impossible heap." Beckett is trying to 
explain how since everything keeps on repeating there's no final 
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situation to analyze and that this prevents everyone from extracting 
any meaning from their lives. 
Here we analyse Beckett flow of time and illustrate why his 
characters suffer and linger between life and death. Beckett's 
characters are debarred from the stream of successive life events 
which create the illusion of instability of time, and stop in one single 
moment which opens up the static, unceasing, world of absurdity. 
Beckett brought innovative revolution in the field of drama, as Martin 
Esslin describes in his book entitled 'The Theatre of the Absurd'. The 
theatre of the absurd presents the anxiety of man that arises from 
the fact that he is surrounded by areas of impenetrable darkness. In 
this chaos, he will never be able to know his true nature and purpose 
and no one can provide him the ready-made rules of conduct to 
follow.'' 
Endgame does not lead to a blankness of meaning; rather, it 
daws at meaning. While the characters seem to desire silence and 
stillness, they continue to go on, they continue with their stories, 
they continue to talk, even though their talk is nonsense. They do not 
encounter the unnameable and the unrepresentable —suffering and 
' Esslin, Martin. (1964). The Theatre of the Absurd. New York: Anchor Books, p.311. 
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death—with silence. They laugh at it, they play with it, they try to 
imagine it, and they continue to cry out in the darkness. 
In Endgame, every character suffers terribly. Before writing 
this play Beckett was suffering from severe depression the writings 
of Arthur Schopenhauer Influenced him in creating these plays. 
According to Schopenhauer, worid was composed of suffering, 
torment, agony and anguish. He believed that our individual longings 
bring us more pain and torment, so desire is something to be fought 
rather than followed. Beckett appreciated this view of the worid; he 
liked Schopenhauer's writings. Here we quote a very famous line of 
Schopenhauer. 
"If the purpose of life Is not suffering, then 
life must have no purpose at all."^ 
Suffering is a theme which is intensely explored in Endgame. 
Beckett envisages outlandish conditions for his characters and then 
explores how they might deal with them. This is a very common 
theme of Beckett's dramatic works. 
^ Schopenhauer, A. Studies in Pessinnism. Retrieved on July 11, 2012 from the world 
wide web: ebooks.adelaide.edu.au/s/Schopenhauer/arthur/.../chapteri.html 
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Beckett has commented on the particular difficulty of 
interpreting Endgame. Acheson mentions in his essay that Beckett 
describes Endgame as "rather difficult, elliptic, mostly depending on 
the power of the text to claw, more inhuman than Godot."^ Despite 
this difficulty, many have tried to make sense of the play, resulting in 
a proliferation of diverse interpretations. David, H. also says in his 
book that "One of the more common interpretations suggests that 
the play represents the last stage of a game of chess in which Hamm 
is the King, Clov is the knight, and Nagg and Nell are captured pawns. 
Who the enemy is, and whether the game ends in checkmate or 
stalemate, is unclear."'* Other interpretations include: "a bifurcated 
Cartesian man, where Hamm is the mind and Clov is the body; a 
writer's mind or study where Hamm is the writer, Clov is a character 
created by him, and Nagg and Nell are discarded characters thrown 
into the wastebasket; actors on stage playing several roles; a shelter 
during some end-of-the-world crisis; a placeless and timeless place, 
representing both a womb and a tomb."^ 
' Beckett's Endgame, or What Talk Can Do" Modern Drama 22, p. 301. 
"^  Acheson, J. (1986). Samuel Beckett's Endgame. In Patrick A. McCarthy (ed.). 
Critical Essays on Samuel Beckett. Boston: C.K. Hall & Co., p.i8i. 
^ David H. H. (1971)- The Shape of Chaos: An Interpretation of the Art of Samuel 
Beckett. Minneapolis: University of Minnesota Press, pp. 151-156. 
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The names of the protagonists of the play under study are 
Hamm, Clov, Nell, and Nagg. As Leventhal mentioned in his essay: 
Hamm is easy enough, chiming as it does with 
Sam. Hamm is a writer or rather an author 
(since he is blind and bleeding) who is 
determined to tell his story to the smallest of 
audiences, punctilious about style, seeking le 
mot juste, correcting and taking an artist's 
delight when the right phrase drops from his 
lips. "Nicely, put that," he says. Nearly all 
Beckett's heroes write. We can find a little 
more reason than the Hamm-Sam rhyme. I 
have been made aware that Hamm is an 
abbreviation of the English word hammer and 
the other names are either as wholes or in 
their first syllable the equivalent in other 
languages of nails. Thus Clov is the same as 
clou, u and v being interchangeable, the French 
for nails. Nell is an abbreviation of the Italian 
Nello, and Nagg the first syllable of the German 
Nagel. Again we have the universality marked 
by lingual variety." 
The suffering in the play is somehow because of " t ime" . 
Time brings changes in the life of the characters. The action of the 
^ Esslin, M. (1965). Samuel Beckett: A Collection of Critical Essays, Engiewood Cliffs, 
New Jersey: Prentice-Hall, Inc. p.63. 
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play is at once geared towards some quasi-climactic, long awaited 
ending, while at the same time dwelling on the dreary routines of 
day-to-day life. The anticipation of this play which counters the 
boredom and inanity of the stage action, is not towards the Utopian, 
endlessly deferred arrival of a saviour but, more bleakly, towards the 
relief of a finish or conclusion. As in Waiting for Godot, there is 
ambivalence or conflict here between 'time' as the source of decay 
and depletion and 'time' as a source of repetition and entrapment, 
time as incorporating change and loss, and time as simply cyclical, the 
routine that the characters in the play go through, which also makes 
a meta-theatrical gesture towards the repetition of the play night 
after night. There is atrophy and loss here combined with stasis and 
inertia. For all the promises of ending, and for all the evident physical 
decay, Hamm ends up with the handkerchief over his face the same 
way he started (the last word in the play is 'remain') and Clove seems 
unable to leave the stage. Beckett tries to locate the humorous 
elements in the sufferings of the characters in this play. 
Michael Worton argued that "death as a final ending, as a 
final silence, is absent from the plays. The characters must go on 
waiting for what will never come, declining into old age and the 
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senility which will make of them helpless, dependent - but decrepit -
children again as exemplified by Nagg in Endgame, who asks 
plaintively for 'Me pap'. We have here an apparent example of the 
circularity of existence which was proclaimed by the pre-Socratic 
philosophers (such as Heraclitus and Empedocles) whom Beckett 
admired, the difference being that the return to childhood in 
Endgame is merely part of the diminishing spiral that will go on and 
on - to infinity. It is worth pointing out that Beckett originally 
intended to make Codot a three-act play, but finally decided that two 
acts were enough; and that Endgame started as 'a three-legged 
giraffe' which left him 'in doubt whether to take a leg off or add one 
on', but which ended up as a one-act play 'more inhuman that 
Godot'7 He further mentions that the title of Endgame, with its 
references to chess, articulates an equally powerful sense of waiting 
as reality and as a metaphor for infinity. Beckett's own comments 
are useful here: 
Hamm is a king in this chess game lost from the 
start. From the start he knows he is making 
loud senseless moves. That he will make no 
progress at all with the gaff. Now at the last he 
^ Worton, M. (1994). Waiting for Godot and Endgame: Theatre as Text. In Pilling, J. 
Cambridge Companion to Beckett Cambridge: Cambridge University Press, p.70. 
101 
makes a few senseless moves as only a bad 
player would. A good one would have given up 
long ago. He is only trying to delay the 
inevitable end. Each of his gestures is one of 
the last useless moves which puts off the end. 
He is a bad player.^ 
If our one certain reality is that '[. . .] we breathe, we 
change! We lose our hair, our teeth! Our bloom! Our ideas! {Endgame, 
16), this is therefore 'abominable' Walt'mg for Gogol. In fact, time 
does not pass in this world; rather, the characters have to find ways 
of passing time. One solution adopted by Beckett's characters is 
mechanical repetition, re-enacting situations without perceiving any 
significance in these repeated actions, somewhat like Pavlov's 
conditioned dogs who salivate when the bell rings, even when there 
is no food. The object of these games is not fun but defence against a 
world they do not and cannot comprehend or accept.^ 
In the play under study, there is an anxiety between a 
longing for the end, for hush and quietness, and a longing to extend 
the end by talking—by repeating the same old jokes and stories, by 
repeating the same old questions and answers. As Hamm says at the 
^ Ibid., p.71. 
^ Ibid., p.72. 
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beginning of the play, "it's time it ended and yet I hesitate to— (he 
yawns)—to end." ^° 
The external world is bleak and blank for Clov and Hamm. 
"They describe the world outside the "refuge" as dead, another hell, 
nothing stirring, no sun, no light, and no darkness— just gray. It is 
characterized by nothingness and timelessness—time is zero and 
everything is zero". Some critics have interpreted this to indicate that 
the play takes place after some end-of-the-world disaster. However, 
Hamm's description of the mad painter suggests that these 
unconstructive insights of the outside world might be due to the 
projective identifications of a lugubrious ego. Hamm states: 
I once knew a madman who thought the end of 
the world had come. He was a painter—and 
engraver. I had a great fondness for him. I used 
to go and see him, in the asylum. I'd take him 
by the hand and drag him to the window. Look! 
There! All that rising corn! And there! Look! The 
sails of the herring fleet! All that loveliness! 
(Pause.) He'd snatch away his hand and go back 
into his corner. Appalled. All he had seen was 
ashes. (Pause.) He alone had been spared. 
'" Beckett, S. (1958). Endgame: A Play in One Act, New York: Grove Press, p.3. 
'' Ibid., pp.30-32. 
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(Pause.) Forgotten. (Pause.) It appears the case 
is... was not so... so unusual. ^^  
The uncertain behaviour in which Hamm's assertion that 
this lugubrious experience is not so unusual suggests that he and 
Clov may be suffering from the madman's insanity. Similar to the 
madman's experience, when Clov looks out the window, he sees 
nothing: "all is corpsed"^^. In this passage, Beckett also connects 
madness with artistic creativity. We are told twice that the madman 
was "a painter—and engraver." 
The main motifs of Endgame are ending and playing, the 
characters are aware of being not only human beings but also actors 
playing a game about waiting. "Of all Beckett's dramas. Endgame is 
unique in its harsh focus upon play as play. Hamm, as the main and 
central character, his servant Clov and his parents Nell and Nagg are 
waiting for the ending. It shows that the main motif in the play is that 
they all playing the same game. The images and symbols also 
illustrate that all of the characters are waiting for death, the end of 
their suffering, the end of their mysterious situation. Hamm, Clov, 
and Hamm's parents represent three different time periods. Clov, as 
" ihid., p.44. 
'^ Ibid., p.32. 
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the servant of Hamm, shows the past of Hamm because he is not an 
old character, Hamm used to be like Clov, he was able to go 
wherever he wants without any disability, he was as young as him, 
(Hamm's parents symbolize Hamm's coming life, his future because 
they are too old and possibly nearer to their last journey towards 
what we all are crawling because their life is like a rigorous 
imprisonment. It is never-ending deep hole in the time line, an 
impossible margin between the past and the future. Beckett planned 
this never-ending present on the stage by the performance of the 
character of Hamm and his parents and companions. 
Hamm: Back to my place! 
{CXov pushes chair back to centre.) 
Clov: Yes, that's your place. 
Hamm: Am I right in the centre? 
Clov: I'll measure it. 
Hamm: More or less! More or less! 
Clov: (Moving chair slightly.) There! 
Hamm: I'm more or less in the centre? 
Clov: I'd say so. 
Hamm: You'd say so! Put me right In the centre.^ "* 
"• Ibid., p.104. 
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Beckett's dramatic work usually contains many comic 
features but they are not actually comedies. Many critics consider 
Beckett's plays tragi-comedies. But comedy or laughter generally 
involves a feeling of release in response to contravention of some 
rules of social conduct which are acted out by the characters of the 
play, as in the comedy of manners. These rules and regulations are 
not found in Beckett's plays. However, Beckett's dramatic works still 
have many elements which are traditionally associated with comic. 
Fool-like characters are an essential element of his plays. 
According to Beckett, mankind is just a clown, an absurd 
figure. In V^altmg for Godot the characters Estragon and Vladimir 
dress in baggy coats, bowler hats and boots. Similarly in Endgame, 
the faces of Hamm and Clov are red which shows that Beckett 
considers the whole world as the stage of a play, and the people 
merely characters on that stage, particularly clowns. Similarly 
Endgame is very comic when Clov wobbles the insecticide down and 
loosens the top of his trousers, pulls them open, and pours powder 
into the opening. He bend down, looks, waits, starts, hysterically 
juddering more powder, bends down, looks, waits. Downing one's 
trousers is a very famous and distinctive act of clowning, but Beckett 
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uses poison in place of water, which provides the gesticulation with 
serious insinuation in keeping with the themes of the play. The 
parasite is eradicated, but by implication Clov's genitals, his 
equipment for producing new life, are also finished. This theme is 
revealed in the following humorous conversation: 
Hamm: I've got on with my story. 
I've got on with it well. 
Ask me where I've got to. 
Clov: Oh, by the way, your story? 
Hamm: What story? 
Clov: The one you've been telling yourself all your... days. 
Hamm: Ah you mean my chronicle? 
Clov: That's the one. 
Hamm: Keep going, can't you, keep going! '^  
Here by narrating a story, Hamm creates an idea, and he 
desires to think that the idea is important, even though he has to 
vigour Clov to simulate an interest. Beckett is making a solemn point 
that a large part of our lives is taken up with stories which we 
concoct to stave off the familiarity of hopelessness. Another 
conversation between Nagg and Nell, which is a familiar feature of 
' Ibid., p.44-
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this typical comedy, serves to remind the amused spectators that 
they are monitoring a theatrical presentation, not the veracity of 
their own worid. The conversation is as follows: 
Nagg: 
Nell: 
Nagg: 
Nell: 
Nagg: 
Nell: 
Can you hear me? 
Yes. And you? 
Yes. (Pause) Our hearing hasn't failed 
Our what? 
Our hearing. 
No.^ ' 
Another comic scene in Endgame occurs when Hamm is in 
an armchair on casters and orders his servant Clov to take him on a 
worid tour, and Clov pushes the chair at Hamm's instruction. This is a 
tour round the worid for Hamm. This scene is a mimetic or fictitious 
one and the worid is diminished to just the stage that is similar to the 
space of the stage. He certainly describes in mind an around-the-
worid tour from the centre of the stage through the walls to the 
centre again as his sea route, which may remind the old sailors' 
sailing routes starting in their home countries as the centre of the 
worid, traversing the Ocean and returning to the centre again. 
Hamm. [to Clove] Take me for a little turn. 
'^ Ibid., pp.16-71. 
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(Clove goes behind the chair and pushes it forward.) 
Not too fast! 
(Clov pushes chair.) 
Right round the world! 
(Clove pushes the chair.) 
Hug the walls, then back to the centre again 
(Clov pushes chair.) 
I was right in the centre, wasn't 1?^ ' 
Hamm, in another scene of the play, refers to the direction 
of the South, imagining an escape from the house by raft: "Let's go 
from here, the two of us [Hamm and Gov]! South! You can make a 
raft and the currents will carry us away, far away, to other, . . 
Mammals!"^^ Ultimately the escape has not been realized because of 
the trivial reason that there will be sharks, but what is significant is 
the citation of the direction: "south." This proposal for going makes 
us envision Hamm who is trying to escape from the wrecked ship by 
raft, which reinforces Inoue's reading that the stage space is the 
inside of the ship. 
According to Katharine Worth, Endgame and Happy Days are 
full of comedy and clowning. She mentions in her article that in 
'^ Ibid., p.25. 
'' Ibid., p.34. 
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Endgame, the divine comedy amuses us in many parts of the play. 
Consider the following lines: 
In Endgame (1957, Paris, in French) prayers are 
heard at intervals, often in comical/satirical 
mode, as when Hamm's call, 'Let us pray to 
God', is received by Clov with a weary 'AgainI' 
and by Nagg with a request for a bribe: 'Me 
sugar-plumi' Hamm's tart reply, 'God first!', 
keeps the comic note going, as does his 
reaction to the lack of divine response: 'The 
bastard! He doesn't exist'.^ ^ 
In Endgame the unsympathetic humour shows that the 
sense of the divine is absent from this play. Two small windows with 
curtains in an open dirty room, which is approached only with the 
help of ladder, a man sitting on a wheelchair with no eyesight, the 
servant who is disabled, dustbins dwellers, the old parents; the 
whole atmosphere of this scene creates an environment of hell. 
Hamm considers himself to be "down in a hole", while 'beyond the 
hills" it may still be green and flowering" This is illustrated by his 
disdainful treatment of his own parents, his harassment of Clov, his 
'5 Worth. K. (2006). Beckett's Divine Comedy. In Luckhurst, M. (ed.) A Compcjnion 
to Modern British and Irish Drama, Blackwell: Blackwell publishing, p.238. 
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way of turning 'divine' teachings sucli as 'Love your neighbour as 
yourself into vulgar caricature: 'Lick your neighbour as yourself!'. 
The opening lines of the dustbin dwellers discussing each 
other and checking on their latest symptoms of physical decay, 
exemplifies the comic aspect of the play; but Negg is still trying to 
cheer Nell by telling the story of a tailor and the trousers: 
Nagg: I've lost me tooth. 
Nell: When? 
Nagg: I had it yesterday. 
Nell: [Elegiac] Ah yesterday!'" 
Worth opines about this opening conversation between 
Nagg and Nell that: 
This generally draws a laugh in the theatre 
despite the elegiac note on the word 
'yesterday' called for by Beckett's stage 
direction. When they agree that their sense of 
sight is failing, melancholy strengthens for 
both audience and characters. But the comic 
perspective holds. Nell's 'Yes' to Nagg's query 
whether she can hear him elicits his 
triumphant 'Our hearing hasn't failed', at 
Beckett, S. (1958). Endgame: A Play in One Act, New York: Grove Press, p.99. 
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which she replies: 'Our what?' (99). Again we 
laugh, while also perhaps feeling a sense of 
chill developing, it's when responses have 
been refined to this extent that the comedy 
takes on a touch of the divine, filtering through 
Nagg's growing concern for Nell and his 
attempts to cheer her. His telling the story of 
the tailor and the trousers, which always 
delights a theatre audience funny' (102). She 
recalls laughing, not at his story, but only 
because she 'felt happy' - not quite what he 
wants her to say, but touching all the same. 
Their separateness as individuals, highlighted 
by the separate dustbins, is qualified 
throughout by such moments. They allow her 
death to be more than just macabre when 
Hamm gives the order 'Clear away this muck!', 
and the 'bottling' is duly carried out by Clov 
(103). It becomes instead something rare on 
the stage: a death which is tender and haunting 
while being also broadly, even grotesquely 
comic.'"' 
'' Worth. K. (2006). Beckett's Divine Comedy. In Luckhurst, M. (ed.) A Companion 
to Modern British and Irish Drama, Blackwell: Blackwell publishing, p.240. 
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II. Happy Days 
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Samuel Beckett's Happy Days is a play in two acts having two 
characters; Beckett began writing on 8th October 1960 and 
completed it on 14th May 1961. Beckett wrote the play on the Irish 
actress, Maureen Cusack's request that he 'write a happy play' after 
Krupp's Last Tape. There were many disagreements and disapprovals 
about the text and direction when the play was first staged in 
London, It was first published by Grove Press in 1961. 
The situations of Beckett's characters are more or less same 
in his most of the major plays. Gogo and Didi in Waiting for Godot are 
psychologically unable to leave the appointed meeting site while 
Hamm in Endgame is stuck in his wheelchair in a closed room. 
Similarly Winnie in Happy Days is actually buried up to her waist in the 
mound of earth that seems to be drawing her downward. In all the 
plays above mentioned hopelessness is shown. 
In the play under study, Winnie, a woman of around fifty, is 
buried in a low mound of earth from her waist down; she wakes up 
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by hearing a bell. In place of feeling disappointed because of the 
strange situation she is in, Winnie comments cheerfully "Another 
heavenly day" while looking towards the sky. She orders herself to 
commence her day, going about her grooming schedule using the 
different items which she keeps in her beloved black bag. She talks 
to her husband, Willie, a man of around sixty, who dwells in a nearby 
hole just within her range of vision. It is clear from Winnie's 
comments that her husband can only crawl on all fours and has 
difficulty in meeting the minimum standards of civilized behaviour, 
such as putting on clothing and refraining from eating his own snot. 
When not sleeping, Willie is subjected to Winnie's constant stream of 
conversation. Winnie is delighted with Willie's infrequent responses -
they, too, are taken as proof that her day is a happy one, her life is 
filled with "great mercies" Successful efforts of memory or an 
occasional word extracted from Willie convince her that it has been a 
happy day after all. 
The play Happy Days came out at a time when Beckett and 
his wife Suzanne were living a very happy and normal life. Suzanne 
was very careful about her husband and took care of him all the time. 
The relationship between them and their happy conjugal life was 
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quite normal and satisfactory. The credit goes to Suzanne because 
she actually saved her husband. In a way, Hoppy Days has been 
dedicated to Suzanne. Actually Beckett involuntarily wrote this play 
to acknowledge the contribution of his wife to make his existence a 
meaningful and comic patch in his pathetic world. 
Similarly, in Beckett's other play k\\ Ihat Fall, the important 
character is a woman. This was a result of Beckett's continuous 
healthy and satisfactory relationship with Suzanne which turned him 
in the direction of women and forced him to think of some insight 
into them. In both the plays female characters are dominant over 
their male counterparts. In kW 'Jhat Fall Maddy takes care of Dan and 
in Happy Days Winnie does the same for Willie. The "happy couple" in 
both the plays is dependent upon each other. Both lean on each 
other and have a visible and at times physical need for the other. 
Both the plays can be seen in relation to Suzanne, as the female 
characters in both the plays "help" their male characters and save 
them. 
Winnie looks after Willie: "Go back into your 
hole now, Willie, you've exposed yourself 
enough (Pause.) Do as I say, Willie, don't lie 
sprawling here In this hellish sun, go back into 
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your hole [...] Not head first, stupid, how are 
you going to turn? (Pause.) That's it. . . right 
round . . . now... bacl< in"" 
Winnie directs her liusband to go into his hole. The suffering 
of both the female characters is prolonged by the intense 
surroundings and the different phases of relationships they have 
undergone. Both the plays are set in a hellish environment. The 
character's sufferings can be seen by the fact that Winnie is buried in 
the earth on a burning day. Winnie's life is guided by a bell. Winnie 
regards the bell, and thus time, as hostile, malevolent and irritating 
and she says: 
The bell. (Pause.) It hurts like a knife. {Pause.) A 
gauge. (Pause) One cannot ignore it. (Pause.) 
How often ... (Pause)... I say how often I have 
said, Ignore it, Winnie, ignore the bell, pay no 
heed, just sleep and wake, sleep and wake, as 
you please, open and close the eyes, as you 
please, or in the way you find most helpful. 
(Pause.)'^  
At that time, Winnie herself understands that this hostile 
bell is just an imaginary slice of time, and may not contain what a day 
actually means. She discloses this when she says: 
' ' Beckett, S. (1970). Happy Days. London: Grove Press Inc, p.25. 
'^  Ibid., p.40. 
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or go away and leave me, then what would I 
do, what could I do, all day long, i mean 
between the bell for waking and the bell for 
sleep? (Pduse.)^ '* 
The sound of the bell has a symbolic relevance In the play to 
express an earnest prayer of forgiveness probably to Suzanne for 
having to look after her husband and also make his existence a 
meaningful blend of joy and sorrow. Similar is the case with Maddy 
who brings Dan home, showing him the right path. 
Beckett's plays feature illogical and purposeless activity in 
place of plot; dialogue that presents endless contradictions between 
language and action; and a bare stage that defied conventional ideas 
about spectacle and special lighting or other effects. Beckett's 
purpose was to discover the limits of drama and to challenge 
audiences to move away from their comfortable complacent roles as 
spectators in the theatre. 
Michael Johnson claims in his review that in Happy Days the 
main character creates suffering as well as humour: 
Most of Act 1 is both funny and touching, 
though Winnie sometimes raises her voice in 
'4|b)d.,p.i8. 
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anger or frustration. Shaw fills her with 
womanly mannerisms, primping and preening, 
calling on Willie, who sometimes appears with 
his white-shirted back to us, studying a 
yellowed newspaper. Early on, Winnie pokes at 
Willie with her umbrella, sheathed in purple 
but red Inside. Later she raises it above her 
head as a kind of shield against the sun, for 
Warner's production shimmers In the heat of a 
world where global warning has produced the 
ultimate disaster. But there is humor, and a 
female consciousness. In the business with the 
spread crimson umbrella as Shaw gingerly 
sniffs at an armpit."^^ 
On the one hand, Happy Days is a comedy but on the other It 
is full of suffering, torment, and hellish atmosphere. There is a 'hellish 
and burning light' that never turns into gloom. The sunny day and 
flaming light is so stronger than the parasol, which Winnie raises up 
the parasol catches on fire. Winnie takes this for granted diS an 
ordinary happening of 'this' wor ld: 
(A/lax/mum pause. The parasoll goes on fire. 
Smoke, flames if feasible. She sniffs, looks up, 
throws parasol to her right behind n\ound. 
'5 Johnson, M. (2002). From Humor To Horror, 'Happy Days' Unfold. Hardford 
Courant. Retrieved on June 18, 2012 from the World Wide Web: 
(httpi//articLes.courant.com/20o8-oi-ii/features/o8oiioo3i7j_happy-days-
heavenly-day-samuel-beckett) 
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cranes back to yNatch it bwrwrng. PansQ.) Ah 
earth you old extinguisher.^ ^ 
After she continues her monologue for some time, she 
articulates her comment upon her parasol's burning: 
With the sun blazing so much fiercer, Is It not 
natural things should go on fire ... 
spontaneous like.^ '' 
Winnie sees everything as happier, easier and more 
acceptable when seen from a distance. But in Act II, Winnie is 
completely buried in the mud, and is going to die very soon. Her time 
is not passing according the normal speed. She feels that it will slow 
down infinitely. Here Beckett tries to reflect a change in the play but 
time does not allow that, because time does not pass according to 
the linear fluency scale. Winnie is deeper in the earth and she is 
completely confused as to how and why time has slowed down. She 
thinks that her past and present have come together. 
Winnie: I used to think . . . (pause) . . . I say I used to 
think there was no difference between one 
fraction of a second and the next. (Pause.) i 
used to say . . . (pause).. . I say I used to say, 
Winnie you are changeless, there Is never any 
'^ Beckett, S. (1972). Happy Days. London: Grove Press Inc., p.28. 
'^  Ibid., p.29. 
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difference between one fraction and the next. 
Why bring that up agaln?^ ^ 
Beckett's Happy Days is stark, fundamentally minimalist, and 
deeply pessimistic pronouncement about human nature and the 
human condition. Most of the time the characters feel isolated in a 
symbolic wasteland, cut off from practically all human contact, and 
pass the time while hoping that something will give meaning to the 
moment or to life. They generally explore a state of being rather than 
developing an action. However, the pessimism and loneliness is 
mitigated and alleviated by a great and often wicked sense of 
humour. In this play Winnie has a sense of human and gets by being 
"happy." She says: "What does it matter, that is what I always say, so 
long as one . . . you know. . . that wonderful line . . . laughing wild . . . 
something laughing wild amid severest woe"^^ 
Carey Perloff also opined in his article entitled "Three 
Women and a Mound" that Happy Days is a tragi-comedy: 
Happy Days is, ironically, one of Beckett's 
funniest works. [. . .] It was difficult to 
convince them that a play about a woman 
buried up to her waist in sand could be 
'^ Ibid., p.165. 
'5 Ibid., p.31. 
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anything other than horrific. And of course, it 
is horrific. But it is also hilarious. For In 
Winnie's desperate attempt to connect to 
Willie and tin Willie's astonishing inability to 
give her the small crumbs she needs, lies an 
anatomy of modern marriage that no one 
could fail to laugh at in both despair and 
recognition. It is universal situation precisely 
because it is so ridiculously particular. It is a 
tiny play that is epic in its proportions. And we 
could have rehearsed it forever.^" 
This play describes the drought of life, but, in Winnie's 
words, it is "mourning, painful for the female character though she 
keeps herself cheerful all the time by talking to her husband Willie 
who never notices her. Happy Days is surely Beckett's metaphor of 
the individual's condition. The mound of the earth, where Winnie is 
buried, is as barren as a dune and placed in an open area with no 
trees, no shade, and nothing except her husband Willie. But the 
dominating impression is made by the female character Winnie. 
Despite limited mobility, Winnie expresses a philosophical sense of 
the dark, empty spaces of her life. She uses her voice to achieve a 
remarkable range of nuance. Her eyes, her lips, express her mood 
and feeling. She fusses bravely wi th the black shopping bag which 
^° Perloff, C. (1997). Three Women and a Mound. In Oppenheim, L Directing 
Beckett, Michigan: The University of Michigan press, p.169. 
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contains all her belongings like a mirror, a magnifying-glass, 
toothpaste, a toothbrush, a comb, and various objects. This bag 
represents her previous life, and the things she has in it stand for 
what she used to do this protects her from suffering. She plays this 
role with heartrending pathos but keeping smile and elation on her 
face. 
There are many similar features of VS/aiting for Godot and 
Happy Days like the structure of two acts in which characters appear 
in pairs, Estragon and Vladimir, and Pozzo and Lucky and Winnie and 
Willie, are all matching pairs that depend on one another for survival. 
Just as Vladimir fears separation from Estragon, Winnie relies on 
Willie for companionship. He shows Winnie's existence by answering 
her. She is dependent on him and needs someone to whom she can 
express herself. Vladimir and Estragon also listen to each other. 
These protagonists have many features in common. Happy Days and 
Godot have a decaying condition in Act il, and are characterized by 
degeneration as Pozzo is now blind and Vladimir's frustration is 
expressed in his discussion on the unkindness of birth and the 
shortness of life. In Happy Days Winnie is now buried up to her neck. 
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She is inexplicably imprisoned in her mound of earth. She has no 
movement and her frustration is shown on her face. 
Claire mentions in his dissertation that Winnie needs to 
speak; He says that: 
"Beckett created his delegates to step In his audience, 
because in order to tell a story you need an audience and without an 
audience trauma can be revisited. Trauma needs a witness even in 
the recounting of it or else further trauma may result. Like Beckett, 
the unnameable, Malone, Winnie not only seems to need to speak 
but also needs an audience for her speaking. It is both the speaking 
and the audience which form her identity and point out being. 
Without an audience Winnie feels as if she would be nothlng.^^ At 
one point, Winnie explains: 
Ah yes, If only I could bear to be alone, I mean 
Prattle away with not a soul to hear {Pause) 
Not that I flatter myself you hear much, not 
Willie, God forbid. (Pause) But days too when 
you answer. {Pause.) So that I may say at all 
times, even when you do not answer and 
perhaps hear nothing. Something of this Is 
^' Claire, L N. (2004). Samuel Beckett and Jvauma: laughter and Tears, (A Doctoral 
Dissertation, Indiana University, Pennsylvania). 
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being heard, I am not merely talking to myself, 
that is in the wilderness, a thing 1 could never 
bear to do - for any length of time. (Pause.) 
That is what enables me to go on talking.'^  
The pessimism and loneliness is mitigated and assuaged by 
a great and often wicked sense of humour, but most of the time 
humour is connected with Ireland. Many critics consider Happy Days a 
hilarious and comical play, and I fully agree with them because 
Winnie, the protagonist of the play has a good sense of humor and 
shows herself a happy person, delivering her speeches in a very 
pleasurable manner. Nevertheless, it has sad and tragic elements too. 
Winnie tries to irritate her husband Willie by asking same question 
again and again and finally they enjoy the conversation, as in the 
following conversation: 
Winnie: [... ] Like a little white ball. 
(long pause. Gesture to lay down 
spectacles.) 
Willie: Eggs. 
Winnie: (arresting gesture): What? 
Willie: Eggs. (Pause. Gesture to lay down glasses.) 
Formication. 
Winnie: (arrest/nggesture): What (Pause.) 
'^Beckett, S. (1972). Happy Days. London: Grove Press Inc, pp.20-21. 
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Willie: Formication. 
(Pause. She lays down spectacles, 
gazes before her, finally.) 
Winnie: (A/lurmur): God. {Pause. Willie laughs quietly. 
After a moment she joins in, They laugh quietly 
together. Willie stops. She laughs on a moment 
alone. Willie joins in. They laugh together. She 
stops. Willie laughs on a moment alone. He 
stops. Pause. Nromal voice.) Ah well what a 
joy In any case to hear you laugh again, Willie, 
I was convinced I never would, you never 
would. (Pause.) I suppose some people might 
think us a trifle irreverent, but I doubt it. 
(Pause.) How one can better magnify little 
jokes, particularly the poorer ones? (Pause.) I 
think you would back me up there, Willie. 
(Pause.) Or were we perhaps diverted by two 
quite different things? (Pause.) 0 well, what 
does it matter, that is what I always say, so 
long as one . . . you know . . . what Is the 
wonderful line . . . laughing wild . . . 
something something laughing wild amid 
severent woe.(Pause)..." 
The above conversation between Willie and Winnie is a true 
example of comedy by Beckett. Beckett's sense of humour is very 
^^  Beckett, S. (1976). Happy Days. London: Grove Press Inc., p.i6o. 
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Irish and is a product of iiis nationality and national traumas. Here 
Beckett creates humour and comical features from the very dreadful 
situation of the protagonists. The humor in this play is about Ireland 
in general and Irish females in particular. As Kim Hwa Soon avers in 
her dissertation: 
[The] elated image of Winnie Imprisoned in the 
mound corresponds to Beckett's scathing, 
memorable response to a reporter who 
questioned Beckett as to 'how a small country 
like Ireland could have produced so many great 
writers since the last half of the nineteenth 
century' ; 'It's the priests and the British . . . 
They have buggered us into existence. After all 
when you are in the last bloody ditch, there is 
nothing left bt to sing' (qtd. In Bair 282). With 
her 'gnawing' sorrow as prisoner, Winnie sings 
of 'happy days.'^ '* 
In the first act, Winnie always keeps a sense of optimism in 
her mind. When she gets up, she always states that it is "another 
happy day with the sun shining." She comments on the exquisiteness 
of the sun, the beautiful sky, and enthusiastically talks to herself 
about how happy she should be that she is still alive. She is afraid of 
"^^  Kim, H.S. (1982). The Counterpoint of Hope, Obsession, and Desire for Death in 
Five Plays by Samuel Beckett. Diss. Indiana University of Pennsylvania. 
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waiting for death; this is the only need of survival. The second act 
begins with Winnie buried up to her head in the mound of earth. 
Winnie's husband Willie is an eccentric, bizarre, slothful, mute man 
throughout the play. Winnie's optimism directs her to ask Willie some 
absurd things like "if he ever felt the need for gravity to suck him up 
to the sky". He replies with great anger and reacts with a groan and 
cry, "sucked up." Winnie feels that her world is upside down and her 
fate is harsh and grim. Willie is dressed in a suit, crawling toward 
Winnie, as if he is already mourning her death and preparing himself 
for her cremation. This play is humorously dark and ambiguous which 
takes the idea of optimism to an extreme level. When Winnie talks 
about death and waits for the happy days she believes are still ahead 
for her. As it is described in the play: 
(Long pause, suddenly alert expression. Eyes 
switch right. Willie's head appears to her right 
round corner of mound. He Is on all fours, 
dressed to kill — top hat, morning coat, striped 
trousers, etc., white gloves In hand. Very long 
bushy white Battle of Britain mustache. He 
baits, gazes front, smooths mustache. He 
emerges completely from behind mound, turns 
to his left, halts looks up at Winnie. He 
advances on all fours toward center, halts, 
turns had front, gazes front, strokes mustache, 
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straightens tie, adjusts hat, advances a little 
further, baits, takes off hat and loks up at 
Winnie. He is now not far from enter and 
within her field of vision. Unable to sustain 
effort of looking up he sinks head to ground.) 
WINNIE: (mondaine) : "Weil this is an unexpected 
pleasure! (Pause.) Reminds me of the day you 
came whining for my hand. {Pause.) I worship 
you, Winnie, be mine. (He looks up.) Life a 
mockery without Win. {She goes off into a 
giggle) What a get up, you do look a sight! 
{Giggles.) Where are the flowers? {Pause.) That 
smile today. {Willie sinks head.) Want to that on 
your neck, an anthrax? (Pcjuse.)Want to watch 
that, Willie, before it gets a hold on you.'^ 
Beckett's plays are associated with his life and his 
sufferings, like his poetry and fiction. We may find near fiction and 
poetry approach in his plays as a shift from the usual theatrical 
scripts. An ample space is given in the chapter to deliberate how 
Beckett's characters, even after holding absurdity, are capable of 
involving and detaching the recipients of the action. Though Beckett 
denies the sense of intimacy between the characters and the 
audience in the plays, it is very much there. This sense of imminence 
makes a very complicated task to "admire" any of them, for we don't 
^^  Beckett, S. (1970). Happy Days. London: Grove Press Inc, p.176. 
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understand them completely, and compassion and consideration 
repeatedly transfer. 
In analysing the play, we feel that Beckett leaves a gap of 
understanding between the audience and characters of the play. He 
tries to leave this distance and gap to be filled in by the audience 
themselves. This sense of filling in will return when the shorter plays 
will be discussed in chapter five. Beckett's unwillingness to answer 
questions about his texts and his characters gives us the option to fill 
in the blanks and to either accept or deny the invitation to 
collaborate with the play as we see fit. 
In the next chapter, Beckett's two short plays "Krapps last 
Jape^^ and "Act Without \Nords I & II" will be discussed and while 
showing the connections with the longer plays, the study will 
emphasize the voyage into thoughts which happen there. The work 
will show how Beckett's audience turns out to be a living experiment 
for him as he puts sufferings in the theatre and, by living life into it, 
lets it become fully personified. Affliction is seen in Kmpps lost Jape 
and Act without YJords I & W, and Beckett unmistakably experienced 
his imagination in different ways of some incredibly discomforting 
and unconventional plays. Finally, after analysing Endgame and Happy 
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Days we reach to the conclusion that Beckett has very successfully 
created humour and pathos in his plays. We see that his plays are 
considered to be the best examples of tragicomedy. The best 
phrases for his the plays discussed above are "painful comedies", 
black comedies, and gallows humour because the characters in these 
plays are joyful, humorous and very entertaining though they are in 
trouble and facing great difficulties throughout the plays. 
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Listening tfie Vnsaid: 'l(rapp's Last Tape and 
Act "Without "Words I ^11 
Krapp's Last Tape is another play given to the world by the unbeaten 
master of the world of desolation and misery wrapped in stack of 
boisterous quotidian activities in which his characters seem to spend 
their time or rather kill the time. They are desperate human beings 
suffering and waiting for the end, longing to separate themselves 
from the unbearable cycle of day and night Time is fatal as Ronan 
McDonald points out "It is not just that we spend time; rather it 
spends us, rendering the individual fundamentally different to what it 
was"\ Unlike his other most famous plays, Krapp's Lost Tape is a play 
having a single character swinging in between his past and the 
present with time and memory being the two vital elements in the 
play through which the character reveals to us his failures and losses. 
To some critics it is a very personal play of the writer as through the 
character of Krapp he reveals many unpleasant truths about his own 
life. The play consists of many different events from the younger 
' McDonald, R. (2006). The Cambridge Introduction to Samuel Beckett. New York: 
Cambridge University Press, p.59. 
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days of Krapp's life that are woven together to make up the drama, 
but the essence of the play is not only in hearing these stories laden 
with hopelessness and trying to figure out the atrocities of the cruel 
time, the quintessence lies in the continuous audacious mental 
struggle that goes on in the mind of the sixty nine years old man who 
is on the verge of dying. His contempt and wrath is directed towards 
none other than his own younger self thirty years before that acts as 
an antagonist for him. It is a play, if looked at with precision, having 
layers of meanings, having much to offer, but not with ease. Ease is 
totally denied in all works of this famous writer, what it throws at us 
is having economy of words, words that in themselves have a 
whirlpool of emotions and grief as expressed by Brustein: 
'Krapp's Last Tape' is Samuel Beckett's latest, and 
very possibly his best, dramatic poem about the 
old age of the world. Still obsessed with the 
alienation, vacuity, and decay of life upon a planet 
devoid of God and hope, Beckett Is finally able to 
sound those chords of compassion which have 
always vibrated quietly in his other work. Yet, 
what really strikes me as new Is the extraordinary 
economy of the writing, the absolute 
flawlessness of the form.[...] Set In the future (I 
suspect all of Beckett's plays are), this brief and 
beautiful art-work revolves around a solitary 
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character, the perfect realization of Beckett's idea 
of human isolation.^ 
Just like his other major plays Waiting For Godot and 
Endgame this play also deals with the same issue of human loneliness 
and emptiness, the only difference being that with this play Beckett 
moved towards a play that is autobiographical as it is a story of a man 
listening to his own experiences of the past that he has recorded on a 
series of tapes. The play may be different from his other plays in the 
matter of economy of words and dealing with a single person, but it 
retains the old favour of comedy and pathos for which Beckett is so 
famous. The play like his previous works takes us deep into the world 
of agony but not without a brush of comedy from the routine life of a 
man all alone by himself. It is about an old man trying to reconcile 
with his past. He is listening to his own younger self and waiting for 
his death as he is sixty-nine now and moving on towards an end, this 
process of aging and decaying is well presented in the words of 
Kathryn White: 
'A late evening in the future' (Beckett 1990:215), is 
the setting for Beckett's drama Krapp's Last Tape 
in which we are presented with a weary old man 
' Brustin, R. (1999). New Republic. In Faderman, R. & Graver, L Samuel Beckett the 
Criticai Heritage. London: Routledge, p.213. 
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and his tape recorder. This play, written In early 
1958, although deceptively simple, Illustrates the 
severity of ageing in an atmosphere where 
isolation takes precedence, and memories serve 
to reinforce the horror of the present. The 
confrontation of man's various selves provides a 
dramatic outlet from which to examine the 
progression of a life and attempt to comprehend 
the complexities of growing old. And the 
juxtaposition of the old man on stage, with the 
voice of an earlier self, highlights the 
deteriorating influence imposed by the passing of 
time and the inability to curtail the process of 
ageing. We wonder If Krapp would prefer to age 
on and die, or recover his lost youth.^ 
Other than the issues of age, pain and time there is one very 
interesting fact about the play. The play was wri t ten by Beckett when 
he had never even heard of or had seen a device called recorder, we 
find it strange that Krapp has recorded his life on a tape recorder. 
Kenner brings this issue to light in his book in the very beginning of 
the chapter on Krapp's Last Tape: 
Beckett described Krapp's Last Tape, about the 
time he was finishing it, as a play for one actor; he 
did not mention the tape recorder. When he 
^ White, K. (2009). Samuel Beckett and Decay. New York: Continuum International 
Publishing Group, p.22. 
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wrote the play, as a matter of fact, he had never 
seen a recorder. The rumour, however, was 
sufficient: a machine anyone might possess, 
which could store away for future decantation 
whatever story one chose to tell in Its presence, 
every pause, every nuance, every intonation 
inflexibly, Irrevocably registered: more faithful 
than any memory, yet implacable and hence 
insensitive as memory is not. Since home tape 
recording began in the middle 1950s, and since 
Krapp's archive spans more than thirty years of 
tapes, the time of the play \s put forward to 'a late 
evening in the future'. It feels, however, like any 
Beckettlan present.'* 
When Beckett started writing the play it was named as 
Maggie monologue. When the play saw the light of the day it was full 
of vehemence of an ageing man which forms the crux of the drama 
other than the usual entities that are linked to a perfect drama, it can 
be said so since Beckett never confound himself to following any 
rules, in fact going out of the way is what makes him stand out 
among many other writers of his age. Many critics had the opinion 
that just like his previous plays this play too lacked in plot. As told by 
James Knowlson a well known critic, the idea of the play came to 
"• Kenner, H. (1973). A Reader's Guide to Samuel Beckett. New York: Farrar, Straus 
and Ciroux, p.129. 
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Beckett after he was galvanized by the voice of Patrick Maggie, a 
voice that opened for him a door to write something that would keep 
on striking for a long time to come: 
Beckett first heard the Irish actor, Patrick Magee, 
reading some extracts from his novel, A/lol/oy, on 
the BBC Third Programme in December 1957. He 
was impressed and moved by the distinctive, 
cracked quality of Magee's unusual voice, which 
seemed to capture a sense of deep world-
weariness, sadness, ruination and regret. Two 
months later, he began to write a dramatic 
monologue for a character who was described In 
the first draft as a 'wearish old man' with 'a 
wheezy ruined old voice with some characteristic 
accent.' For some time, in fact, the play was 
simply referred to by Beckett as the Magee 
monologue until, several versions later, he 
conferred upon the failing old man the harsh 
sounding name of 'Krapp' with unpleasant 
excremental associations which lead Its owner 
and the watching audience back to a decaying, 
disgusting, and yet still demanding body with 
which Krapp has tried in vain to come to terms 
throughout his life.^ 
^Knowlson, J. Krapp's Last Jape: The Evolution of a Play, 1958-75, Retrieved on June 
17, 2012 from the World Wide Web: 
http://vywvv.english.fsu.edu/jobs/numo1/Num1Knowlson2.htm 
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Krapp's Last Tape is a monologue of a sixty-nine year old man 
named Krapp. The play begins with darkness all around with only a 
bulb that hangs above his table where he is seen setting up his reel-
to-reel tape recorder. He is having a ledger of all the recording that he 
has made with every passing year. He keeps on playing the tapes 
randomly and keeps on speculating about his beliefs, decisions and 
actions of the past. Quite a few times he goes off the stage to relieve 
himself and is also seen eating bananas all the time. Finally he holds a 
microphone and records his present thoughts, and then starts again 
listening to his old spools and by and by there is darkness again. Frank 
Rich well summarized the pointless life of Krapp in the play: 
In Samuel Beckett's "Krapp's Last Tape," a 
disintegrating 69-year-old man sits in a dark cell 
of a room, randomly reviewing taped journals of 
his life at age 39. As Krapp's life unwinds, we 
survey the detritus of a painfully familiar 
existence - the death of parents, the loss of love, 
the defeat of noble aspirations and resolutions, 
the eternally losing battle against the allure of 
drink and the unruliness of the bowels. How small 
and pointless the life of the 39-year-old Krapp 
looks, both to us and to the utterly defeated 
Krapp of 30 years later. "The earth might be 
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uninhabited," says Krapp - and so it might, even 
with him inhabiting i t / 
Beckett explores the theme of human alienation and 
desolation in this play. He again questions the purpose of human life, 
and laughs a hollow laugh at the absurdity of being when the beliefs 
and optimism of the young age are pulverized wi th the coming of the 
old age that brings with itself only darkness. The sun of the youth 
extinguishes and the waves of sorrow keep on smashing themselves 
on the threshold of life when there is just a little glow left before 
eternal obscurity. For Krapp too the sun of life is about to set 
anytime. When the play begins, we as readers and as audience have 
an encounter wi th a man who is celebrating his sixty ninth birthday, it 
is not only the appearance of Krapp himself that makes us feel grim 
but as scrutinized by Lyn Gardner everything about the play leaves us 
as dumb hopeless spectators: 
The man sat in the chair Is slumped face down 
across the edge of the ornate desk, his head 
haloed in light. The hair Is wild and grey. You can 
see the bald patch on top of his head. All around 
him darkness seeps like a comforting shroud. For 
^ Rich, F. (1986, September 05, Friday).Theatre: Beckett's Staging of 'Krapp's Last 
Tape'. The New York Times. Retrieved on March 04, 2012 from the World Wide 
Web:fittp://www.nytimes,com/i986/Q9/o5/theater/theater-beckett-s-sta^!ng-^^^^ 
krapp_-sdastztape.html 
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a moment you think he Is a corpse, but then his 
fingers begin to move, unfurling uncomfortably. 
They creep stiffly across his head and face as if 
engaged in a minute examination for signs of life. 
The face registers puzzlement, astonished to 
discover that he's still here. He blinks mole-like 
into the dark, sensing we are watching, and he 
must give one final performance before he is 
swallowed by the darkness.^  
Throughout the course of the play Krapp is seen to be 
fumbling with his memories of the past, the one that keep him 
haunting and reminding as to how he wasted himself. His love 
relationships, his aspirations ultimately lead him to nowhere. What he 
concludes from his long willing confinement called life is that his gains 
are nothing but just beleaguering and pestering old age and a soul 
fearing the dark and still waiting for it to swallow him into an 
unknown void, but to count his loss they are innumerable just like 
mound of sand washed away by the high tides of the sea, loss of 
youth, of ambitions, of beliefs and so to go on and on. In the world of 
Beckett there is no end of sufferings. Andrew Kennedy has well 
described it as a drama of personal decay. 
' Gardner, L (2010, September 23). Krapp's Last Tape. The Guardian, p.20. 
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Krapp's Last Tape is, in many respects, a play of 
personal dlminishment, with a strong yet tender 
erotic thread not met In Beckett's previous plays, 
but counter-balanced, here too, by parody and 
self-mockery. Gone are the cosmic dimensions 
and the 'clawing', compressed text of Endgame, 
and the 'all the world's a stage' universality of 
Waiting for Godot We are to contemplate the 
drama of the isolated self through focusing on an 
old man's canned memories, interlaced with his 
ironic comments, it is a ' miniaturised 
autobiography, as if seen in a photo finish, as if 
performed by himself for himself - unaware of the 
audience in the theatre.^ 
The agony in the play stems from the fact that Krapp has no 
hold on time that keeps on running at its usual speed nor the power 
to go back into the past for which he keeps on lingering. He knows 
quite well that he is old yet he relishes the bygone days and wants 
them back. Yet, he tries to befool himself and the readers by 
addressing his younger self as a bastard for which his soul has been 
yearning as he wants all those years back which clearly reflects in the 
dialogue given below: 
* Kennedy, K. A. (1991). British and Irish Authors Introductory Critical Studies: 
Samuel Beckett, New York: Cambridge University Press, p.68. 
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KRAPP: Just been listening to that stupid bastard I 
took myself for thirty years ago, hard to 
believe I was ever as bad as that. Thank God 
that's all done with anyway. {Pause.) The 
eyes she had! (Broods, realizes he is 
recordir)g silence, switches off, broods. 
Finally.) Everything there, everything, all 
the--(Rea/iz/ng this is not being recorded, 
switches on.) Everything there, everything 
on this old muckball, all the light and dark 
and famine and feasting of . . . (hesitates).. 
. the ages! (In a shout.) Yes! (Pause.) Let that 
go! Jesus! Take his mind off his homework! 
Jesus (Pause. Weary.) Ah well, maybe he 
was right. (Broods. Realizes. Switches off. 
Consults envelope.) Pah! (Crumples it and 
throws it away. Broods. Switches on.) 
Nothing to say, not a squeak.^  
Memories of the past often have a healing effect on the 
wounded soul and in between the mist of sadness they find a way to 
escape from the tensions of the present. But for Krapp the past 
memories are disturbing too, because the more he longs for his gone 
days the more he becomes aware of his painful present. Beckett 
denies him to relish the past. Krapp finds refuge neither in his past 
nor the present. Although he longs for his younger self he regrets the 
^ Willinger, D.,& Catting, C. (Eds). (1990)- A Theatre Anthology: Plays and 
Documents. Maryland: University Press of America, p. 81. 
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past too, for he thinks that the decisions he had made in the past 
have destroyed his present. The choices, the sacrifices ail went into 
the wrong direction leading to a life full of torments where he had no 
choice but to despise himself. He aspired to be a writer, but his 
decisions led him to nowhere. 
Krapp: Seventeen copies sold, of which eleven at trade 
price to free circulating libraries beyond the seas. 
Getting known. (Pause.)^ ° 
As the thesis aims at bringing out both the comic and the 
pathetic elements in the major plays of Samuel Beckett it is not 
wrong to say that the pathetic in the plays of Beckett do not exist 
only on the level of speech, but also on the level of silence. Beckett is 
such a master of his works that when examined on a little more than 
the superficial level we become aware of another very interesting 
feature, that is the silence in his plays too speak volumes. The pause, 
and the silence that he uses in his stage direction are outlet for some 
of the most painful emotions. These feelings if expressed through 
words maybe they would lose their true fervour, for some feelings 
are best expressed when left unexpressed. Silence sometimes is so 
powerful that it encapsulates in itself emotions that exceeds the 
'° \b\d., p.8i. 
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premises of speech and finds expression only in the looks of the 
speaker. Thus, the play ends in silence, where Krapp's lips move but 
there is no sound, for the silence itself speaks of the doomed future 
and the sorrowful present of Krapp. 
Pause. Krapp's lips move. No sound. Past 
midnight. Never knew such silence. The 
earth might be uninhabited. 
Pause. 
Here I end this reel. Box-(pause)--three, spool-
(p(juse)-flve. (Pause. Perhaps my best years are 
gone. When there was a chance of happiness. But 
I wouldn't want them back. Not with the fire in 
me now. No, i wouldn't want them back. Krapp 
motionless staring before him. The tape runs on in 
silence.^^ 
As a tragic play Krapp's last tape comprises of many sad 
moments, one of them is the moment of Krapp's mother's death 
when he is waiting outside her window waiting for her to die. This can 
be traced as one of the autobiographical moments from Beckett's 
life. To some critics Beckett had nothing significant in his past to talk 
about, his dialogues are ambiguous and he leaves us to keep on 
guessing as to what is going on in his mind. His emotions are not so 
" Ibid., p.82. 
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easily to be recognized as on the surface level we see Krapp sitting on 
a bench as if he has made an invisible barrier between himself and the 
room where his mother lay dying, playing with a ball and watching 
nurses going by, but definitely barriers can never be drawn for 
feelings that if ever one tries to suppress came back only to make 
things worse and to make existence an unbearable experience that 
one has to bear without the wish to do so. According to Blake 
Goodwin "Beckett purposefully inserted these personal moments 
into the play. He wanted to examine Krapp's emptiness, which 
certainly symbolizes Beckett's own detachment." ^^  Similarly, 
Beckett's agony \s reflected in the play: 
there \s of course the house on the canal where 
mother lay a-dying, in the late autumn, after her 
long viduity (Krapp gives a start), and the-(Krapp 
switches off, winds back tape a little, bends his ear 
closer to the machine, switches on)--a-dying, after 
her long viduity, and the-bench by the weir from 
where I could see her window. There I sat, in the 
biting wind, wishing she were gone^^ 
" Goodwin, B. (2010, May 03). Samuel Beckett's Irish Identity.' Retrieved on 26 
February, 2012 from the World Wide Web: 
http://vyww.sarasota.usf.edu/academics/cas/capstone/2009-
2oiQ/literature/goodwin%20-%20sa_muel%2obeckett's%20irish%20identity.pdf 
'^  Willinger, D. & Catting, C. (Eds). (1990). A Theatre Anthology: Plays and 
Documents. Maryland: University Press of America, p.79-
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Here 'wishing siie was gone' does not in any way mean that 
he is happy that his mother is dying. It may be so that he wants that 
his mother should be free of all the pains. While he is waiting outside 
he keeps himself preoccupied with many other activities like looking 
at the nurse, and playing with a dog. Although it is not made clear 
why, it may be guessed that he wants to keep himself away from the 
unbearable suffering at the death of his mother or we can say he is 
not ready to accept the death that is so inevitable. Beckett gives 
expression to his pains in the words of the narrator of the story "The 
Expelled" "Memories are killing. So you must not think of certain 
things, of those that are dear to you, or rather you must think of 
them, for if you don't there is the danger of finding them, in your 
mind, little by little. That is to say, you must think of them for a while, 
a good while, every day several times a day, until they sink forever in 
the mud."^'^Eoin O'Brien brings out this pain in his words "This 
expression of desire for his mother's death and relief on her passing 
reflects Beckett's anguish and despair in the face of human suffering, 
sentiments the more acute when such suffering is experienced by a 
dear one, rather than, as some might have it, indifference for or 
'^ Beckett, S. (1967). Stories and Texts \ox Nothing. New York: Grove Press, p.9. 
147 
intolerance of his mother" ^ .^ Thus, though he may seem so 
indifferent there is hidden beneath this assumed appearance deep 
wounds of anguish for someone very near who is dead, but has left 
behind agony that will keep knocking on the door of the soul till the 
end of life. 
Another very important scene in the play that keeps critics 
busy digging in to find new meanings and relate it with Beckett's life 
when he was a young man is the "Punt scene". The scene is an 
example of how Krapp not only failed as in being a writer, he also 
failed in his relationships. According to Lois Gordon" It is clearly one 
of his most poignant moments in experience, recollection, and 
expression. Its return for a third time provokes the complexity of 
meaning and accrued feeling one brings to the repeated melody in a 
sonata:"^^The tape that records this scene is played by Krapp three 
times repeatedly in the play. Andrew Kennedy assert that "Though it 
is a 'farewell scene' in a failed relationship, it is a tender love idyll, 
presented in simple and direct lyricism, without irony or interruption 
from Krapp, young or old ...This is a 'still point', a moment held for a 
'^ O'Brion, E. (1987, April). Zone of Stones: Samuel Beckett's Dublin. ]o\xrm\ of 
Irish Colleges of Physicians and Surgeons: (On-line), 16 (2), p.74. 
'^ Cordon, L (1990, Spring). Krapp's Last Tape: A New Reading. Journal of 
Dramatic Theory and Criticism, 97, p.io8. 
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) 17 lifetime, rather than a 'crisis in loving 
I said again I thought it was hopeless and no good 
going on, and she agreed, without opening her 
eyes. (Pause,) I asked her to look at me and after a 
few moments- (pa\ise)-after a few moments she 
did, but the eyes just slits, because of the glare. I 
bent over her to get them in the shadow and they 
opened. {Pause. Low.) Let me In. {Pause.) I lay 
down across her with my face in her breasts and 
my hand on her. We lay there without moving. 
But under us all moved, and moved us, gently, up 
and down, and from side to side.^ ^ 
According to James Knowlson the girl in the punt refers to 
the girl named "Ethna MacCarthy with whom Beckett fell in love 
soon after enrolling at Trinity College in October 1923" ^^ . Just like all 
other attachments Beckett finds no solace and comfort in this 
relationship too. To him it seems hopeless to keep himself tied to 
someone, for Krapp it was another forfeit so as to be a writer, but his 
rewinding and listening of this very particular scene for three times 
suggests that somewhere deep within him he is troubled with the 
''' Kennedy, K. A. (1991). British and Irish Authors Introductory Critical Studies 
Samuel Beckett. New York: Cambridge University Press, p.71. 
'^ Willinger, D. & Catting, C. (Eds). (1990)- A Theatre Anthology: Plays and 
Documents. Maryland: University Press of America, p. 82. 
'^ Knowlson, J. (2004). Damned to Fame: The Life of Samuel Beckett. New York: 
Crove/Atlantic, Inc., pp.442-43. 
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decision he made. To Kintzele the choice he made only makes him to 
be thwarted at last: 
This last item, which is keyed to the episode of 
the girl in the punt, has understandably attracted 
critical scrutiny as one of the key events, if not 
the event, of the play. A dominant line of 
interpretation reads this "Farewell to love" as a 
willing sacrifice at the altar of art. In this reading, 
Krapp becomes, however imperfectly, a hero who 
forgoes worldly pleasures and wagers everything 
on his writing, only to regret the bargain in the 
end.^ ° 
Krapp is one of the so many secluded characters of 
Beckett's plays craving for companionship yet waiting for the endless 
wait called life to end. Gogo and Didi kept on waiting for Godot in the 
play ^a\Wwg for Godot who promises but never comes, but the 
process of waiting and the companionship of each other is what 
keeps them alive. They keep suffering but in the face of it keep 
hoping. Clov in Endgame to keep himself away from the creepy 
feeling of being alone he keeps the dialogue on with the master he 
scorns, watches out of the window at the end of the play to find if 
there is any trace of humanity left on the face of earth. In each of his 
'° Kintzele, P. (2009). Sacrifice, Inhibition and Oedipal Fantasy in Krapp's Last 
Tape, Modem Drama, 52 (2), 208. 
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plays Beckett's characters suffers from the phobia of being left alone 
in a crater surrounded by darkness and lonesomeness. Krapp too is a 
victim of loneliness, the decisions taken, the relations abandoned so 
as to dedicate life to art have only hastened himself towards a life 
deprived of companion, with no one but just his own younger self 
alive on the tapes he made on his previous birthdays to talk to, to 
curse and to laugh at. He share the same pains of Gogo and Didi, 
Lucky and Pozzo, Hamm and Clov, a sense of deprivation, an urge to 
break the bonds of time, but as McDonald states added to these 
suffering he also suffers with the feeling of regret that makes him 
stand out in between the other characters: 
What Interests him is not the road he 
followed in life, which has led him to his 
present moribund condition, but the road 
from which he turned. Clearly, like many of 
Beckett's plays, Krapp's Last Tape Is concerned 
with the ravages of time. But, unlike many of the 
others this play deals not just with nostalgia and 
loss, but also with regret.^ ^ 
Krapp is living a life that seems to be closed in a nutshell, 
segregated and far off from the world around him. For him life is just 
'' McDonald, R. (2006). The Cambridge Introduction to Samuel Beckett. New York: 
Cambridge University Press, p.59. 
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as in his own words "sour cud and iron stool". Beci<ett seems to be 
describing the whole of humanity as just an experience in which we 
actually experience stark loneliness which is tried to be filled up but 
ends up only to make us more desolate and caught up in a whirlpool 
of disgust, for life to him is no more good than purgatory. Krapp also 
had his share of love affairs but they too were painful. Having love in 
one's life brings feeling of fulfilment, a wholeness of being, but for 
Krapp they just acted as a catalyst to aggravate his feeling of 
"nothingness". He could not find any solace for himself in the 
beautiful eyes of the girl. According to Gordon there was no hope no 
comfort to provide a healing touch to his soul: 
Krapp is actually one of Beckett's few ambulatory 
and sexual figures; he Is also unique In suffering 
from waning Intellect. As the tapes make clear, he 
has pursued the life of the mind, separating the 
"grain" from the "husks" following his "vision" 
that would, so he thought, survive his Infirmity. 
But this has brought him minimal success and, 
more Importantly, little satisfaction. Today, It Is 
Krapp's particular burden of existence to 
acknowledge the bitter fruits of unpursued 
passion, the oppressive truth that In his old age. 
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he has neither the comfort of creative endeavour 
nor of personal relationship." 
As it has been stated in the previous chapters that in the 
midst of an environment of morbid human conditions and chaotic 
world that neither provides shelter from the terror of being born nor 
has the capacity of making a safe haven out of the intangible web of 
existence, Beckett's characters are reduced to clowns performing 
their daily antics and walking on to cover the unknown distance that 
lies in between life and death. Krapp is described as wearing "rusty 
black narrow trousers too short for him" and a "pair of dirty white 
boots, size ten at least, very narrow and pointed". It is very obvious 
that if the audience or the reader is not aware that they are watching 
or reading a play by Samuel Beckett, they would definitely think of 
Krapp as a clown belonging to a circus or pantomime rather than an 
old man ragged and beaten by his decisions in a world too cruel to 
have any affinity with him. Krapp's appearance is just like a clown as 
described at the onset of the play. 
Rusty black narrow trousers too short for 
him. Rust black sleevless waistcoat, four 
capaciou pockets. Heavy silver watch and 
" Gordon, L (1990, Spring). Krapp's Last Tape: A New Reading. Journal of 
Dramatic Theory and Crltlctsm, 97, p.100. 
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chain. Grimy wliite shirt open at neck, no 
collar. Surprising pair of dirty white boots, 
size ten at least, very narrow and pointed. 
White face. Purple nose. Disordered grey 
hair. Unshaven. Very near-sighted (but un-
spectacled). Hard of hearing. Cracked voice. 
Distinctive intonation. Laborious walk.^^ 
Beckett presents his characters on the stage as clowns, 
what comes to one's mind when one talks of clown is fun and 
laughter but it is something superficial, what actually seems fun is 
only a fib. Loxterman states about Beckett's comedy that "His 
philosophical comedies demonstrate our desperate attempts to 
clothe the nudity of nothingness with the illusion of everyday reality, 
from the tramps waiting for Godot to Winnie's "another happy 
day."^"* In reality a clown is condemned to a life abounding of 
poignant rejection and failures. Krapp is also one of such numerous 
clovyns whose every enterprise in life came to nothing. Just like every 
clown Krapp too has been flimflammed by the world around him, due 
to his own body and habits. Louis Gordon reflects on his comic 
routines that are a part and parcel of his being: 
'^  Willinger, D. & Gatting, C. (Eds). (1990). A Theatre Anthology: Plays and 
Documents. Maryland: University Press of America, p.77. 
''^  Loxterman, S. A. (2011) "The More Joyce Knew the More He Could" and "More 
Than I Could": Theology and Fictional Technique in Joyce and Beckett. In Bloom, 
H. Samuel Beckett- Bloom's Modern Critical Views. New York: Infobase Publishing, 
p.38. 
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Krapp is, in fact, the last of Beckett's tragicomic 
clown-tramps. He stumbles, curses, coughs, and 
sighs throughout an aged version of Codots 
Vladimir and Estragon. He too has searched for 
meaning (i.e., Godot) over many years but has 
settled for compensatory rituals. Because there is 
nothing in which he truly believes, he structures 
his life as a series of meticulous routines: he times 
his pleasures (when he drinks and reads), literally 
measures every step (taking only four or five at a 
time), and even assumes a "listening posture" in 
playing the tapes.^ ^ 
The clownish Krapp is quite different from the other famous 
clowns or better if said the well known tramps. While Vladimir and 
Estragon were funny in all aspects like their looks, their antics and 
their stupid cross talks of radish and carrot (although there was deep 
rooted sadness within), Krapp seems to be a clown only in his 
appearance and his habits of drinking and eating bananas. We have a 
funny feeling when we look at him but his dialogues have no funny 
cross talks, they are serious and our response to them is full of 
sympathy as they bring out his sufferings. Just like many props are 
used in a circus or a comic play, Beckett in this play uses Banana as a 
major prop. Through the course of his life Krapp has developed an 
'5 Gordon, L (1990, Spring). Krapp's Last Tape: A New Reading. Journal of 
Dramatic Theory and Criticism. 97, p.99. 
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unusual habit of eating bananas throughout the day, which despite 
many attempts and resolutions he is unable to change "Have just 
eaten I regret to say three bananas and only with difficulty restrained a 
fourth. Fatal things for a man with my condition. (Vehemently.) Cut 'em 
out.'"^^ Campbell finds in this habit of his something that is truly 
comic but it also strikes a chord that is full of pain: 
It Is both pathetic and comic that he should love 
bananas to the extent of fondling and caressing 
them before consumption. There is also use made 
of the banana skin: the Inedible husk of the fruit 
which Is discarded, and which links with all the 
other associations of waste, of crap, In the play. 
The banana skin, carelessly discarded, Is a classic 
comic set up as used by all kinds of clowns and 
comedlans.[... ]. the use of this classic pratfall Is 
able to bring Into the play the audience's 
familiarity with the gag; the banana skin is an 
obvious signal to the audience to be prepared to 
laugh.'^ 
'^  Willinger, D. & Catting, C. (Eds). (1990). A Theatre Ar)thology: Plays and 
Documents. Maryland: University Press of America, p.78. 
'^  Campbell, J. (1997). The Semantic Krapp in Krapp's Last Tape. In Engelbert, M. 
M. B., & Houppermans, S. (Eds.). Samuel Beckett: Crossrocjd and Borderlines. 
Atlanta: Rodopi, p. 67. 
Crock (January 10,1880 - July 14,1959), born Charles Adrien Wettach, was a Swiss 
clown, composer and musician. He was called "the king of clowns" and "the 
greatest of Europe's clowns". 
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Beckett was a big admirer of the Swiss clown Crock. He was 
the best clown of Europe, renowned and known by each and 
everyone during his time. Beckett liked him because although a 
famous clown able to suffuse laughter in his audience his clown 
antiques were restrained. Krapp is also shown as funny in looks but 
he is not to be laughed at. Its true when Andrew Kennedy finds in 
him a sorrowful human disguised behind the colourful face of a 
clown "Krapp is not only a stylised old man; the role is further stylised 
to give him an aspect of the clown: white face, purple nose. The role 
then creates pathos and satire, sympathy and laughter, throughout 
the performance - in keeping with Beckett's double style, shifting 
from the lyrical to the broadly rhetorical". ^^  Though Beckett's 
characters seem to be clowns they are not the one that perform only 
for the purpose of entertainment and are mere fools falling into the 
trap laid for them and becoming an object of ridicule. Beckett's 
clown demands dignity and respect as is the case of Krapp who does 
not allow the audience to have a chance to laugh at him by regaining 
his balance and not falling on the banana skin thrown by him, that is 
shown in the following stage direction of the play: 
'* Kennedy, K. A. (1991). British and Irish Authors Introductory Critical Studies: 
Samuel Beckett. Cambridge: Cambridge University Press, p.74-
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Finally he bites off the end, turns aside and begins 
pacing to and fro at edge of stage, in the light, i.e. 
not more than four or five paces either way, 
meditatively eating banana. He treads on skin, 
slips, nearly falls, recovers himself, stoops and 
peers at skin and finally pushes it, still stooping, 
with his foot over the edge of the stage into pit. He 
resumes his pacing, finishes banana, returns to 
table, sits down/' 
Another example of comedy in the play reflects in the scene 
when Krapp says the word 'spool', Krapp's whole life is captured 
within these reels. Listening to them seems to be his another habit. 
On his sixty ninth birthday when he brings these reels out of the box 
to listen to his previous self, we have a feeling that he cannot conceal 
his happiness when he opens his mouth to let out these words: 
KRAPP: (briskly). Ah! (He bends over ledger, turns the 
pages, finds the entry he wants, reads.) Box . . . 
thrree . . . spool . . . five, (he raises his head and 
stares front. With relish.) Spool! (pause.) Spooool! 
(happy smile. Pause. He bends over table, starts 
peering and poking at the boxes.) Box.. . thrree . . 
. three . . . four . . . two . . . (with surprise) nine! 
good God!... seven . . . ah! the little rascal! [...] 
Box three, spool five. (He bends over the machine, 
looks up. With relish.) Spooool! (happy smile. He 
bends, loads spool on machine, rubs his hands.)^° 
'^  Willinger, D. & Catting, C. (Eds). (1990). A Theatre Anthology: Plays and 
Documents. Maryland: University Press of America, p.77. 
5° Ibid., p. 78. 
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The way he speaks seems so funny for a man o\ his age. 
Though funny, there is something disturbing and it is the fact that 
when we iool< at his face at this particular moment we can't help but 
fee! pity for him. At this particular moment he seems so vulnerable. 
He seems to be just like a child out in a world that is so hostile and 
unable or rather not willing to recognize his innocence, a world that 
crushes his aspirations only to leave him to keep on moving on the 
path that leads to destruction. So, the life goes on, an unwanted 
burden as Beckett truly brings out his own feeling, about this 
existence in his own work Watt "The Tuesday scowls, the Wednesday 
growls, the Thursday curses, the Friday howls, the Saturday snores, 
the Sunday yawns, the Monday morns, the Monday morns. The 
whacks, the moans, the cracks, the groans, the welts, the squeaks, 
the belts, the shrieks, the pricks, the prayers, the kicks, the tears, the 
skelps, and the yelps."^^ Thus, the play with its capacity of bringing 
together the comic and the pathetic one again establishes Beckett as 
a champion writer about human sufferings. The play is unique as a 
monologue between the present and the past of an old man 
regretting the past and cursing the present. Though not as famous as 
Gogo and Didi of Waiting For Godot, Krapp has his own failures and 
^' Beckett, s. Watt 
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the capacity to move any heart so as to sympathize with him but not 
as a fool but as a human being as vulnerable as anyone. He will 
always be remembered in the theatre as we see him childishly leaning 
forward on the table listening to his 'spooools' as replicated in the 
following lines: "He raises his head, broods, bends over machine, 
switches on and assurries listening posture, i.e. leaning foreword, 
elbows on table, hand cupping ear towards machine, face front."^^ The 
play is a supreme example of Beckett's grip on the deeper emotions 
of human heart as McPherson calls his plays a celebration of this 
hollow universe: 
the supreme irony at the heart of Beckett's plays, 
[... ] Is that while he Is often carelessly described 
as a 20th-century European existentialist who 
created hymns to "nothingness", he was in fact an 
Irish pagan who sought to celebrate the Infinite 
mystery and endurance of the human heart 
through public rituals. His plays are not easy to 
perform and none can have been easy to write. 
But I believe that each one is enormously 
personal (perhaps this is why he never gave 
interviews), and while he always mercilessly 
stripped the work to its barest bones, at the same 
'^ Wiilinger, D. & Catting, C. (Eds). (1990). A Theatre Anthology: Plays and 
Documents. Maryland: University Press of America, p.78. 
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time he allowed his real feelings to shine 
through.^^ 
Till the day this universe is in existence so will exist human 
sufferings, desolation, the memories that are both happy and painful. 
Whenever the issue of pain will come into discussion then and then 
the battered clowns of Beckett will be remembered. No matter 
where they are 'under a single tree in wilderness' or in a 'den' they 
will keep on appealing to the reader as they mirror the emotions of 
the whole human race. They teach us a lesson that be there no light, 
no hope, no reason to move we still have to move on. Robert Hatch 
agrees that there is a glint of hope in all of Beckett's plays "It is 
curious about Beckett that, though he deals in the direst experience, 
his fables do not depress. There is a salty virility to his people, an 
assumption of equality with juggernaut that gives off the exciting 
smell of human pride."^"^It would be absolutely correct to say that 
just like his earlier famous plays in Krapp's Last Tape Beckett has very 
skilfully mingled the pathos of human mind and body with the 
comedy that finds its way through the most austere milieu. The story 
^^  McPherson, C. (2006, March 01, Wednesday). Chronicles Of The Human Heart. 
The Guardian. Retrieved on March 08, 2012 from the World Wide Web: 
http://www.guardian.cp.uk/stage/2006/mar/01/theatre.beckettat100 
'^' Hatch, R. (i960, September). Laughter at Your Own Risk. Horizon, A Magazine of 
the Arts. 3 {^\). 
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or rather said the incarcerate past self of Krapp in boxes of reels was 
something totally fresh on the stage. An old man described as sitting 
in his 'den'. He is all alone living by himself with some repetitive daily 
routines to keep life running. He is a pathetic figure as we sum up 
from the tapes that he plays. On the level of physicality he suffers 
from drinking and constipation. Beckett himself was known to too 
much drinking. Krapp had constipation while Beckett suffered with 
numerous diseases throughout his life. On the spiritual level Krapp 
suffered due to his failure in relationships as well as artistic 
disappointment, Israel Horovitz rightly called his plays 'ever-flippable 
coin: Comedy for Tails, Tragedy for Heads'.^^ Krapp embodies the 
whole of Beckett, the bitter and sweet, a balance of comic and 
pathetic though the scale is tilted more towards the darker side form 
the material for his plays. Beckett renders the humankind naked in his 
sufferings with no healing balm to sooth him but with the passage of 
time the scars on the human soul turn into terminal poisonous ulcers 
that will be gone only with ultimate end of the man himself. Beckett's 
man realizes that life is but another name for sufferings, he finds 
himself all alone waiting for the day when he will cease to exist. To 
5^ Horovitz, i, (1989, December 29). My Friend, Samuel Beckett. Retrieved on March 
09, 2012 from the World Wide Web: http://www.sam_uej-
beckett,net/beckett_friend.html 
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sum up as Michael Robinson says "Finally, and fundamental to all 
Beckett's works, there is his compassion; an intense and moving 
regard for man's condition in this world from which meaning is 
withheld and mortality—"a long day's dying"—the one certainty."^^ 
What constitutes in making a Beckett world is a panorama of light 
and dark, which when penetrated brings us face to face with harsh 
human truths but not without a shaft of hope that keeps the spirit 
moving on. 
^^  Robinson, M. (1969). The LongSonata of the Dead. New York: Grove Press, p.32. 
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Samuel Beckett is well known as a prophet of tragedy but his 
contribution towards comedy also cannot be denied, the only 
difference being that his comedies are a shade darker than the 
comedies as understood in simple words. They are comedies of 
human failure, and their miserable attempts to stop time that keeps 
on moving and mocking us with the tickling of its needles that keep 
on completing their cycle with the same pace. Samuel Beckett wrote 
the two mimes Act Without Words I and Act Without Words U that 
added another new dimension to his multifaceted oeuvre. According 
to Giuseppe Stein the mimes of Samuel Beckett seem to be in 
complete agreement with the views of Marcel Marceau: 
With these mimes and others [clowns], we enter 
the temple of The Theatre of Marvellous, where 
mime reveals Eternal and Ephemeral Humanity in 
its most secret and profound aspirations. Mime 
throws full light on man alone in an instant of 
truth, torn among space, silence and time in an 
attempt to capture love, life and beauty before 
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the supreme moment of death. The mime Is also 
one who, after giving brilliance and significance 
to attitude and action, throws out the Inner cry of 
the soul. It Is the mime In this dark world who, 
having sewn up his mouth and torn out his 
tongue, has received In exchange the grace of 
silence: that is why the mime will remain the true 
witness of human condition.'^ 
It would not be wrong to say that he got the Idea for his 
mimes by watching and admiring some of the most memorable and 
famous comic actors, who as Eric Segal mentions Beckett loved to 
watch "Samuel Beckett was a passionate devotee of silent film 
comedians, always first in line to see the latest film by Harold Lloyd, 
Buster Keaton, and later the Marx brothers. But he especially loved 
Chaplin".^^ 
Chaplin is a well known character that exercised the power 
to make people giggle even when they were in blue of their mood. 
However, if we examine him closely we will find hidden below this 
surface of laughter a being who is absolutely vulnerable to the 
ravages of existence, whose follies are nothing but his failures. But as 
^^ Lust, A. B. (2000). From the Greek Mimes to Marcel Marceau and Beyond. 
Scarecrow Press, p.9. In Stein, C. (2008). The Mime and the Clown or Samuel 
Beckett as a Comadian. Munich: Grin Verlag, p.3. 
^^  Segal, E. (2001). The Death of Comedy. London: Harvard University Press, p.434-
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the way of the world goes, he becomes a source of mirth for the 
outsiders watching the comic antics but not being able to see the 
torn soul that languishes with silent whimpers and invisible tears 
finding his hermitage only in the loneliness and darkness that 
surrounds him when he is by himself. This is obvious when as Eric 
Segal hints "Most of his plays end with a flourish of silence and a 
dance of immobility— not only (^odot with its conflict of word and 
action, but also smaller pieces such as Act \N\t\\o\xt "Hords I: A M/me 
\ox Ox\& Player, which emphasizes the fact that the single actor does 
not move."^^ Beckett too was inspired by that side of the comedy 
that is too far away from the minds wondering just in pursuit of 
pleasure. Shimon Levy well examines this stark side of Beckett's 
comedy as expressed in the words of some of the most famous 
critics: 
In Webb's view, Act Without Words / emphasises 
the relationship of man to the external world 
which frustrates him, whereas Act Without Words 
U focuses on mans relation to the internal forces 
within his reach or In his control, in Act Without 
Words I man is not even tempted to hope, having 
learnt from experience that his hopes are futile 
and barren [...] Ruby Cohn finds in the 
''Ibid., PA35-
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pantomimes a statement on the spiritual aspect 
of man's "stage like" surroundings. There is no 
escape from despair in Act Without \Nords I, 
despite the character's suicide attempts."*" 
As is the case with most of his plays these mimes were also 
first written In French and then translated into English by Beckett 
himself. Act Without Words I consists of a single man as a cast. The 
stage is designed to resemble a desert. The man is thrown into this 
desert and there is no exit from there, as he sits there he keeps 
listening to sharp whistles that announce the arrival of different 
props. The man tries to make use of them but oh! The cruel destiny, 
as he learns to utilize these props they are snatched away from him 
and he is left helpless. In his desperateness he attempts suicide that 
is also denied to him. The mime was followed by a second one called 
Act Without Words II. It consists of two characters A and B. A is a lazy 
and slow man who performs all his daily routines without showing 
any desire to do them well. His exit is followed by the entry of B who 
is just his opposite and performs his entire chores with complete 
precision and is bustling with energy, however, he was directed to 
take the same time as taken by A. A again appears on the stage for 
40 Levy, S. (2002). The Message of the Medium- Theatrical Techniques in Samuel 
Beckett's Self Referential Drama- the Sensitive Chaos. Brighton: Sussex Academic 
Press, p.35. 
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the second time with his same routine but his act is cut off by a 
biaci<out and the mime ends. Act Without Words points out the 
fruitless human efforts to fulfil their desires, to find out meanings 
and trying to give reasons in a world deprived of meaning. Leo 
Schneiderman well summarises this point in a few lines "His literature 
is the literature of man in a borderline state between reality and 
psychosis, between the will to live (even to vegetate) and the 
compulsion to suicide, and between silent acquiescence and hostile 
response.""*^ Just like his major plays the mimes bring out the 
absurdity of human life and the tedious tasks we undertake everyday 
so as to make life worth living but what remains at the end are 
nothing but chunks of futile attempts that give way to loneliness. As 
pointed out in the previous chapter in writing about gloomy world 
and characters undergoing indefinable sorrows, Beckett was inspired 
by the writing of the famous Schopenhauer whom he kept on 
reading and rereading throughout his life. Colin Pink points out 
"There is a deep affinity between the bleak, pessimistic philosophy of 
Schopenhauer, wherein life is nothing but a blind striving of the will 
•*' Schneiderman, L (1988). Samuel Beckett: On the Borderline. In The Literary Mind-
Portraits in Pain and Creativity. New York: Human Sciences Press, p.167. 
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to life in a world of suffering, and Beckett's worid-view.""^^ Pari<er 
establishes the relation between the philosophy of this great 
philosopher and the works of Beckett inclusive of the mime: 
Arthur Schopenhauer defined the will as the 
pervading dynamic force controlling human life. 
The will, antecedent to Freud's libido, Impels 
everything, including the human machine that can 
perceive and report its representations and their 
acts. The will Is the inner nature of each 
experiencing being and assumes, in time and 
space, the appearance of a body, which is an Idea. 
The intellect, ego. Is the agent of the will and 
capable of conscious action In the external world 
of objects; the ego obtains food, drink, sex, 
comfort, and experiences to fulfill the desires of 
the will. A fully satisfied desire would result In a 
mental equilibrium without the need for physical 
action. For Schopenhauer, the tragedy of life 
arises from the nature of the will, constantly 
urging the Individual towards the satisfaction of 
successive goals, none of which can provide 
permanent satisfaction for the infinite activity of 
the life force, or will. The ego can bring the 
activity of the will can to an end through an 
attitude of resignation. In An Act Without Words, 
"*' Pink, C. The Spectacle of the Struggle: Existential Themes in the Work of 
Samuel Beckett. Retrieved May 16, 2012 from the World Wide Web: 
htt_p://wvyw.colinpink.co.uk/PDFs/pdfsessays/Beckett_and_Existentialism3.pdf 
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the protagonist is tiie embodied ego, trying to 
satisfy the will's demands, yet never achieving 
any satisfaction.''^ 
Beckett is renowned for his tragi-comedies. His most famous 
play that brought him to limelight \NQ\Wng]or Qo(^ot was sub- titled as 
a tragic-comedy in two acts and other plays like Endgame, Happy Days, 
Krapp's Last Tape that have been already discussed in this research 
work are exuberant with tragedy of human life intermingled with the 
comic antics of the characters. Act Without Words I and // that form a 
part of his later works for theatre and are lesser known than the plays 
mentioned above also feature this great artistry of comedy and 
cataclysm beautifully amalgamated by the master of humour or 
better said dark humour. The insertion of comic is what makes his 
characters so human in our eyes. Despite surviving in an environment 
that is completely in opposition to them they persist and meanwhile 
perform on stage stupid routines as the carrot and radish routine in 
Waiting for Godot, and eating bananas in Krapp's Last Tape. Although 
moronic, they bring tears that are mixture of joy and sadness that 
sums up the true to life image of these characters. Kimball King 
asserts "Beckettian characters are kept in trash cans, or stuck in piles 
'^^ Parker, S. Desire and the Absurd in Acts Without Words. Retrieved May 16, 2012 
fronn the World Wide Web: 
hltp://www.opcities.org/ulyssesooo4/AnActWithoutWords.html 
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of sand, or left forgotten and stranded. Despite these bleak scenarios 
these plays are comic because the spirit of optimism reigns, not in a 
falsely cheery way, but with the characters' wry resignation that one 
has no choice but to endure."'*'^ 
The true nature of existence as seen in the writings of 
Beckett is made very obvious in the opening directions of Act Without 
Words I when the mime is forced to stage which is equivalent to the 
world as a desert land. The mime is forced to strive, to suffer needless 
of his desire to live or to end his life. 
Desert. Dazzling light. 
The man is flung backwards on the stage from the 
right \Ning. He falls, gets up immediately, dusts 
himself, turns aside, reflects. 
Whistle from the right wing. 
He reflects, goes out right. 
immediately flung back on stage he falls, gets up 
immediately, dusts himself, turns aside, reflects. 
Whistle from the left wing. 
He reflects, goes towards the left wing, hesitates, 
thinks better of it, halts, turns aside, reflects.'*^ 
'''' King, K. (2007). Western Drama Through the Ages: A Student Reference Guide. 
United States of America: Greenwood Press, p. 410. 
''^  Beckett.S, (2006). The Complete Dramatic Works. London: Faber and Faber 
Limited, p.203. 
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The pathos is clear as life is to be endured without any 
choice. The mime has no exit from the stage, he is there to bear the 
consequences of the fact that he exists and existence needs a price to 
be paid for, and that is the endless, ruthless whiling away of time and 
meanwhile watching and listening vulnerably for the whistle of the 
unknown entity as in Act Without Words I. Along with pathos in the 
opening scene there is comedy too as the mime keeps on falling as he 
tries to leave the stage. Falling of a clown again and again has given 
pleasure to spectators since the beginning of this art named comedy, 
be it in circus or in a play being staged. Just like Act Without Words I, 
in the other Act is also the two mimes have to grudgingly respond to 
the most unwelcome entry of the goad that make them symbolic of 
suffering humanity. 
Enter goad right, strictly horizontal. The point 
stops a foot short of sack A. Pause. The point draws 
back, pauses, darts forward into sack, withdraws, 
recoils to a foot short of sack A. The sack does not 
move. The point draws back again, a little further 
than before, pauses, darts forward again into the 
sack, withdraws, recoils to a foot short of sack. 
Pause. The sack n^oves. Exit goad.'^^ 
^' Ibid., p.2io. 
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What lends comic coloring to Act Without Words II is the 
daily routine of both the mimes. Their quotidian business involving 
pills, toothbrush, carrots, watch etc. brings back to mind the most 
memorable moments shared between Estragon and Vladimir with 
turnip, sore feet etc. Though tragedy overshadows comedy but it is 
still there: 
A, wearing shirt, crawls out of the sack, halts, 
broods, prays, broods, gets to his feet, brood, takes 
a little bottle of pills from his shirt pocket, broods, 
swallows a pill, puts bottle back, broods, goes to 
clothes, broods, puts on cloths, broods, takes a 
large partly eaten carrot from coat pocket, bites off 
a piece, chews an instant, spits it out with disgust, 
puts carrot back, broods, picks up two sacks, 
carries them bowed and staggering half-way to left 
wing, sets them down, broods, takes of clothes 
(except shirt), lets them fall in untidy heap, broods, 
takes another pill, broods, kneels, prays, crawls 
into sack and lies still, sack A being now to left of 
sack B.^ 7 
Both the Acts are truly tragicomic in nature as the mimes 
are shown to be nothing but puppets acting and moving as directed 
by the suppressive invisible forces that rule them. They are true 
'' Ibid. 
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carrier of the tragic philosophy of Becl<ett. In Act Without Words I the 
single mime is provided with many props like a pair of scissors that 
the mime uses to trim his nails. It is comical since maybe in such a 
world of hopelessness as his one may have thought of cutting off his 
head instead of nails. Rosette highlights the comicality of the scene 
"The next one, once again announced by the same imperious, 
monotonously shrill whistle, is a pair of scissors. The man sitting 
comfortably in the lacy shade of his tree, proceeds to trim his nails. 
There is something pathetic and comical at once about this intimate 
act of personal grooming, one performed for no other reason than 
the sudden availability of the correct object,"'*^ Beckett himself 
averted the same idea in the following of the pantomime: 
A pair of tailor's scissors descend from flies, 
comes to rest before tree, a yard from 
ground. 
He continues to look at his hands. 
Whistle from above. 
He looks up, sees scissors, takes them and 
starts to trim his nails."^^ 
"^^ Rosette, L C. (1987). To Speak the Words of "The Tribe". In Burkman, K. H. 
Myths and Rituals in the Plays of Samuel Beckett. (p.6o). New Jersey: Fairleigh 
Dickinson Univ. Press. 
''' Beckett.S. (2006). The Complete Dramatic Works. London: Faber and Faber 
Limited, p.203. 
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There is another funny moment in the play when the mime 
in order to reach the carafe puts a big cube upon the smaller one and 
stumbles down. Though it may seem funny, it can be tragic too as 
humanity in its attempts to reach the goal set by them keep on falling 
on the way as nothing in this world comes so easily. Here Beckett 
seems to tell us that the invisible forces deny us everything, we are 
onlookers for whom all hopes are crushed by the tyrant who keeps 
laughing in our face. 
He turns, sees second cube, look at it, at carafe, 
reflects, goes to cube, takes it up, carries it over 
and sets it down under carafe, tests its stabiiity, 
gets up on it, tries in vain to reach carafe, 
renounces, gets down, takes up second cube back 
to its place, hesitates, thinks better of it, sets it 
down, goes to big cube, takes it up, carries it over 
and puts it on sn)all one, tests their stability, gets 
up on them, the cubes collapse, he falls, gets up 
imn)ediately, brushes himself, reflects^" 
The most moving thing about the two mimes is that through 
their silence they become the voice of the playwright. The silence that 
exists on the stage speaks a lot about the human life and its toils. 
Khaled Besbes points out that the use of language itself makes the 
^° Ibid., p.204. 
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characters of his play conscious of their existence which is a painful 
fact to be accepted as such silence is a more powerful way of 
expressing the pain: 
The psychic predicaments and existential fears 
that Beckett's characters experience explain not 
only the deviation from the referential and 
syntactic properties of language, but also their 
constant need and search for some sort of 
expressive medium that is capable of releasing 
them from the overbearing bounds of time. 
Language unfortunately does not offer them this 
posslbility.[ . . .]. Silence is therefore the only 
medium left for them to transcend time, to 
communicate the incommunicable and to better 
inform the audience about their indeclsfveness, 
uncertainty, confusion, and fear.^ ^ 
Hence it is clear that silence brings out the malady of these 
troubled souls much better than they could be given assertion in 
words. Khaled Besbes states "Beckett finds silence appropriate, both 
to puncture his heroes/heroines' words and to draw the 
reader/spectator's attention to the psychic and existential troubles 
they experience."^^The pathos existing in the play come to surface 
^' Besbes, K. (2007). The Semiotics of Beckett's Theatre: A Semiotic Study of the 
Complete Dramatic Works of Samuel Beckett. Florida: Universal Publishers, p.148. 
^'Ibid., p.i52-
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when we question ourselves as to why Beckett chose mime as the 
medium for Act Without Words I and // and as Khaled opines "In 
classical drama, stage music needed silence to be heard and felt; but 
in Beckett's drama, silence itself becomes a kind of music, a kind of 
melody that issues from the depth of human suffering and originates 
in the most painful states of anxiety, alienation, and fear."^^ Both the 
mimes are abundant in the aspect of weary and sick feeling of the 
physical subsistence and being a part of the cosmos. It is about the 
relationship between people and the relation they share with the 
most omnipotent creator and the deterioration they go through 
while trying to balance them and in the course of time are lost in deep 
dark furrow of utmost agony. In Gottfried Buttner's opinion Act 
Without Words I and Act Without Words U both are such later works 
of Beckett that through these relationships he brings to light the 
tenebrous condition of a common man's common reality: 
Act without words I is a kind of parody of the 
relation human beings have to the 'upper', or 
spiritual, world, whereas the second Act presents 
a 'social environment': two men living Individual, 
but not unrelated, lives. Watching Act Without 
Words II creates a strong feeling of compassion 
" Ibid., p.146. 
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within tiie spectator's mind for botii characters 
on stage, although more perhaps with the slower 
fellow, who, in his pessimistic mood, seems 
already at the beginning of the day weary and 
sick of life. But even the hyperactive B arouses a 
feeling of pity, of compassion, because of the way 
he appears ridiculous in his fanatical eagerness to 
make a fool of himself. Both characters are in 
their extreme behavior rather absurd. If there is 
next to no hope of reaching 'salvation' in Act I, 
then Act // suggests that there is never the less a 
life to be lived, tragicomic and absurd as it may 
be.54 
Gottfried Buttner further points out this wonderful insight 
of Samuel Beckett while concentrating on the futility of life as seen in 
his works "Contemplating the so called nothingness or naught, he 
could grasp new insights into the human condition, hidden deeply 
within us."^^ As it is well known about Beckett the agonies of 
characters have no end. As in the play Waiting for Godot the mime in 
the play Act Without Words I tries to commit suicide at the end of the 
pantomime like Estragon but all the tools that he needs to end his life 
'^^  Buttner, G. Schopenhauer's Recommendations to Beckett. Retrieved on June 
04, 2012 from the World Wide Web: 
www,superfluit/e5redux.com/wp.../schopenhauer_beckett_buttner.pd... 
5^  Ibid. 
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are snatched away from him and he is left helpless with nothing to do 
but to keep on surviving: 
He ^,oes \N\i\\ /asso m \\anA to tree, \ooVs at bough, 
turns and looks at cubes, looks again at bough, 
drops lasso, goes to cubes, takes up small one, 
carries it over and sets it under bough, goes back 
for big one, takes it up and carries it under bough, 
makes to put it on big one, tests their stability, 
turns aside and stoops to pick up lasso. 
The bough folds down against the trunk. 
He straightens up with lasso in his hand, turns and 
sees what has happened. 
He drops lasso, turns aside, reflects,^^ 
Suicide is denied and the mime is left at the end just looking 
at his empty hands. His empty hands may suggest or it would not be 
wrong to affirm they mock him about his ineffectual drill, but we as 
human have to find a reason even in this unreasonable and aimless 
life as this is what makes us supreme. As Rosette Lamont remarks: 
Act Without Words I, despite the unsuccessful 
suicide attempt near the end, dramatizes the 
human effort to survive in a hostile environment 
'^ Beckett.S, (2006). The Complete Dramatic Works. London: Faber and Faber 
Limited, .205. 
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and the desire to understand the environment. 
Act Without Words II shows that life must be 
endured, if not understood. There are no 
triumphs, no resolution since the mercy of god, or 
his judgement are absent. There is no control over 
the process, no understanding of It. The hyfar/s of 
the insignificant creatures presented on the stage 
is not purged by their suffering; yet, by 
witnessing their Sufferings, so much like our own 
in its absurdity, we do undergo a classical 
catharsis, a catharsis through laughter and terror, 
pity and hopelessness." 
Act Without "^ords W ends with the repetition of the same 
sequence when the goad again prods A to climb out of his sack and 
starts his routine of pills and prayer. The mime is full of comedy that is 
physical in nature as well as tragedy on a deeper philosophical level. 
As wi th the plays mentioned previously in this thesis we have tried to 
showcase the fusion of comic and pathos in the above mentioned 
mime. 
Beckett invites us to a world where comic turns out to be 
the real tragedy of life and pathos in their utmost intensity show 
common man as a clown running around to hold on the rope of faith 
" L, C. Rosette. (1987). To Speak the Words of "The Tribe" The wordlessness of 
Beckett's Metaphysical Clowns. In Burkman, K. H. N\yi\\s and Rituals in the Plays of 
Samuel Beckett, (p.57). New Jersey: Fairleigh Dickinson Univ. Press. 
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that has long ago ceased to exist in the modern world as Clark 
expresses "No one has been able, more comically or horribly, to dig 
down into man's intellectual grotto. Perhaps Beckett takes us as far 
underground as we can bear to go."^^ His view about him is 
absolutely true as with Beckett we keep entering new arenas of 
comedy and tragedy. In Beckett's world both comedy and tragedy 
bring tears to the eyes, tragedy as its true nature invokes the most 
supreme emotions that flow out in form of tears whereas comedy 
implores another towering feeling that is happiness but in Beckett's 
plays it brings tears accompanied by laughter when we watch his 
tramps, the broken fragments of humanity walking along with their 
sweetness in everyday slapstick routines. Rosette states "Beckett's 
wordless plays are the perfect vehicle for their author's ironic sense 
of humour. The question most often asked is, "Are they really funny? 
Does one laugh? What kind of laughter is elicited?" There is no simple 
answer since Beckett's laugh, or that of his clown-heroes, is a grimace 
somewhere between soundless merriment and mute sobbing."^^ 
'* Clark, J. R. (1991). The Modern Satiric Grotesque and its Traditions. Lexington: The 
University Press of Kentucky, pp. 24-25. 
^^  Rosette, L C. (1987). To Speak the Words of "The Tribe". In Burkman, K. H. 
Myths and Rituals in the Plays 0/Samuel Beckett, (p.63). New Jersey: Fairleigh 
Dickinson Univ. Press, 
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Honestly, his plays are somewhere in between mirth and 
tears, they are neither complete tragedies nor comedies. They are 
alluring anecdote of human foibles. Just like his earlier plays Act 
Without Words I and 11 echo the emptiness that surrounds us. 
Pantomime in the hands of Samuel Beckett attained a different 
colouring. The mimes in the process of acting out a story evoke 
sympathy but the resilience the mime has against the invisible forces 
establishes the fact that he is going to survive the hostility of the 
environment. Beckett's mimes deliver the message that life is to be 
lived, the choice is ours to live it as an active participant in the hustle 
bustle of life like mime B or to live but endure with a sadistic 
approach the droning rituals and withering away in the process like 
mime A. Beckett is known much as an author who gives words to the 
tragedy of human life, his works are considered pessimistic and too 
remote from any ray of hope, they till date open new gates to explore 
the darker side of human psyche. 
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ConcCusion 
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Beckett's works have acclaimed wider critical attention and established 
him as a trend setter in the arena of the playwrights who have applied 
post-modernist theatrical techniques to the theatre of the absurd. 
Beckett has emerged as a promising creative genius who has 
transformed the accepted traditional norms and expectations of the 
theatrical world. Theatre ceased to be a form of mere entertainment, it 
rather served the basis for profounder philosophical existence. Comic-
pathetic world recreated by Beckett provided a substantial insight into 
the knowledge of humanity. The evolution of absurdist drama from 
Samuel Beckett to Tom Stoppard brings a new focus to absurdism and 
expands the role of philosophy and metaphor in post-modern dramatic 
literature. 
It is in the fitness of things to record that an approach has been 
adopted in this work to study the prominence of comic-pathetic world 
view as applied by Beckett in his plots, themes, characters, devices, 
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diction, structure and overall impact of his plays as text and 
performance. His major plays have been included in the purview of this 
thesis as a perusal of the emerging independent literal art to deviate 
from textocentric models of performances. For instance, his major 
philosophical documents like YJait'mg for Godot, Endgame, and Happy 
Days create a better impression in both reading and watching the 
performance, while one act plays like Krapp's Last Tape and Act Without 
Words is pantomime, designed to transact meaning and significance 
through meaningful breakdowns of communication and body gestures. 
Wait'mg for Godot gave a complete novel outlook to the theatre. 
It played with the nerves of the audience tickling as well as pinching 
them, they learned to laugh but not without bearing the pain. Endgame 
made all to enter into a world much gloomy and destroyed by a 
catastrophe. To some critics it was a play a shade darker than Waiting 
for Godot. The play hammers us down with its soul shattering 
desperation and heart ranching desolation. "Nothing is funnier than 
unhappiness" {Endgame) evokes the starkest reality of human 
existence. It resonates Beckett's inner turmoil, anxieties and sullen 
disposition that haunted him throughout his life. The stark image of 
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humanity became an emblem in his works. Happy Days and Krapp's Last 
Tape showcase the boredom and loneliness that are to be endured 
without any hope of rejuvenation. There Is no beginning and hence no 
ending In Beckett's plays. "It's finished" is the first line of his play 
Endgame. It is clear that Beckett's characters are waiting for the death 
'the ultimate end of sufferings'. Act Without Words I and U give 
expression to the most supreme sufferings. The intensity of the pathos 
is made clear by loss of faith in language, the most important tool of 
communication. Loss has been done and is irreparable. Waiting for 
Godot abounds in such moments where laughing is painful and 
sufferings play havoc with the comic. Vladimir, Estragon, Lucky and 
Pozzo, are all embodiment of beings on the verge of collapse. Their 
sufferings have no end. They suffer from womb to tomb. "The light 
glints for a moment and there is darkness again." Their world is 
surrounded by darkness. They are truly surviving in an environment that 
is absurd as Martin Esslin describes absurdity "Absurd is that which is 
devoid of purpose ... Cut off from his religious, metaphysical, and 
transcendental roots, man is lost; all his actions become senseless, 
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absurd, useless."^ All this well defines all the characters in the plays of 
Samuel Beckett. All of them are there on the stage without any purpose 
and lost. The tragedy in every play surges ups on many levels. The 
comical scene, replete with the image of death, ends up making the 
audience laugh rather than take the two tramps seriously. And, the fact 
that Estragon and Vladimir choose not to hang themselves suggests a 
much more existentialist, absurdist view of death and a less tragic one. 
Endgame carries on the same kind of thinking but is much more 
tragic and serious in its metaphor for death than ys/Q\t\ng for Godot. 
Unlike Waiting for Godot, Endgame is not absolutely cyclical. Instead, it 
emphasizes only one cycle and works its way toward some kind of 
ending, or in other words, has the vague feeling of a finale. Like Vladimir 
and Estragon, Clov and Hamm are also awaiting their end. They hate 
each other but cannot be separated due to the fear of being left alone, 
suffering alone. Like Godot Endgame's comic quality keeps it from being 
too tragic in its metaphoric message. Winnie in Happy Days needs Willie 
all the time to listen and respond to her non -stop chatter. 
^ Esslin, M. (1964). The Theatreof the Absurd. London: Penguin Books, p.l7. 
190 
Krapp in Krapp's Last lape needs the companionship of the 
tape recorder, cursing and reviving the thirty years old memories of 
himself. All the characters in each of Beckett's plays are desperate and 
scared of silence. Their speeches are foil to cover up the stinging 
sensation that time needs to be passed so as to embrace the end. 
However language itself is a proof that they are alive and far away from 
death. Beckett used language as a powerful contrivance to express the 
sadness that resides within the soul. Within his plays he makes use of 
meaningful silences, pauses and breakdown of communication. Some 
sentiments find better expressions through silence; words cannot all the 
time express the horror and traumas of existence. Silence is much spine-
chilling than speech. It is unbearable as it makes existence much grim 
and gray. As Beckett moved towards his shorter plays language lost its 
significance. The pantomimes Act \N\thout Words I and W are devoid of 
language. The only way we can understand the mimes is through their 
actions. It's a pity that the mime even stops to react at the end, he 
keeps looking at his hands. The pathos reaches an indefinable echelon. 
To stop acting and complaining means to stop living. Life cannot go on 
without its tits and bits of whining and whimpering. The two mimes in 
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Act Without Words U also go about their daily routine without any 
complains to make. Looking at them we are compelled to question 
ourselves. Can humanity survive in such a gruesome situation? Can 
human sufferings be so towering as to engulf the spirit of survival? Is 
this world really in opposition towards its dwellers? 
Beckett's plays also get their coloring from the first hand 
experience he had during the World War II. All the notions of goodness 
were turned upside down with the teeming horrors of the war. Human 
life seemed to have no values. The whole world turned into a noxious 
image of a concentration camp. The world in Endgame seems to be 
empty except for Clove and Hamm and Nagg and Nell enclosed within 
the premises of a single room. The stage in Waiting for Godot is barren 
without any sign of life except Didi and Gogo and later Lucky and Pozzo. 
Winnie's movement in Happy Days is limited by the mound of clay. Krapp 
in Krapp's Last Tape is confined to his den. All the characters in Beckett's 
plays seem to have come directly from the battle field as all of them are 
victims of disillusionment and have no faith left in any aspect of life 
forces. They live in a world devoid of meaning. A common feature in all 
the plays is that all the characters suffer from one ailment or another 
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that makes subsistence difficult. Becl<ett iiimself throughout his life was 
struggling with various kinds of illness. 
People in the world of Beckett's drama laugh and cry together. 
Amid between all the insurgencies and insecurities, they find time to 
laugh. The laughter may not be the ono. that relieve the soul from the 
burden of despondency, but its existence is duel acknowledged in all the 
plays. Comedy is to be found in the plays through vaudeville routines 
and verbal exchanges between the characters. The hat, carrot and 
reddish routine of Vladimir and Estragon, Lucky's thinking and falling 
down of Estragon's pants in '^oWAng for Godot, Cloves spray of 
insecticide on his genital organs in Endgame, Winnie's continuous 
blabber in Happy Days, Krapp's obsession towards bananas and falling 
down of the mime once and again in Act Without Words I, are hilarious 
enough to tickle the bones. All these aspects make them real tragic 
figures. Beckett borrowed all these antics from the circus clowns. 
Beckett's fond association with the famous comic actors has been 
discussed at length in the course of the thesis. The protagonists of his 
plays always bear resemblance with clowns. Their oversized clothes, 
boots and red nose lended them a funny appearance. Beckett's comedy 
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is to amuse us just on the exterior, but hidden deep below it are serious 
issues related to life not worth living. The fact is that although his plays 
are tragi-comedies but the bend is more towards tragedy. Beckett gave 
us a new kind of drama that leaves us all in a restless ease. We laugh, but 
it is vacant, we cry but not without holding our sides. Watching 
performances or reading Beckett's play is a whole new experience 
where tears and mirth merge together and we find ourselves amazed at 
the magnanimity of the author. Under the lens of comic pathetic 
Waiting for Godot is evaluated as a subversive play that breaks away 
from all the rules and unites of conventional plays by the virtue of its 
uncanny setting, dialogues and characters. The play interrogates us with 
serious questions about humanity but without hammering out our 
nerves. The balance is maintained when we amidst the all empowering 
silhouette of tension and sufferings laugh at the follies of the characters. 
Vladimir and Estragon are none other than the philosophical or better 
said tragic and the other one with all his innocence the comic side of 
every human being. Hence, life always comes in a surprise package of 
tragic-comic, and who can be a better apostle of this than Beckett 
himself. The trauma does not end here, it's resonance is present in 
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Beckett's later plays for the theatre too. Endgame Is full of pathos with 
characters desperately looking forward to an end. Situation in Krapp's 
Last Tape reaches a degree higher; here Krapp is all alone with his faulty 
mennory and a tape recorder. He does not even have comfort of human 
companionship like Gogo and Didi. Again, he is proved to be living in the 
tragicomic world of Samuel Beckett. He is all alone burning with his 
failure as a writer. His loneliness, desperateness, and past futile 
relationships lend him a truly pathetic colour. He is surviving in a 
purgatory, where the fire of his own fruitless efforts is consuming him. 
Keeping in view the object of this research work a sincere 
attempt is made to point out the comic-pathetic aspects in the major 
plays of Samuel Beckett. His plays are amalgamation of tragedy and 
comedy. In Beckett's hands tragedy gave way to comedy, and comedy 
under it's mask of boisterous laughter hides inescapable miseries 
pungent with dull meaningless strivings and toils of everyday life. 
Beckett's plays have an atmosphere of gloom. The environment of his 
plays is covered with the mist of agony. Here everything seems to be 
impotent; there is no solace in companionship, language and rituals. To 
speak in a broader term, the human race has disintegrated into 
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fragments and can no longer be a part of a world pregnant with joy and 
overflowing with mirth. A humble attempt is rendered at pointing out 
how these dark periods of hopelessness have a glint of hope in them. 
The characters laugh at their own follies and hence so vulnerable and so 
human that we laugh at them but not without tears in our eyes. Beckett 
taught us the art of laughing and crying together. Beckett's feelings of 
helplessness crossed all bounds by the time we come to his 
pantomimes. Pantomimes had always served the purpose of bringing 
entertainment to people through ages. The mimes of Beckett serve 
another purpose. It can be labeled as the darkest because besides 
making us laugh by falling, and dressing, brushing in a mechanical way, 
the mimes are melting away spiritually. They seem empty of feelings. 
Beckett chose pantomime because it suits best to his purpose of 
capturing and staging the pain that is so deep that no words could ever 
express it. Silence is the best way to communicate such stings. 
Beckett's silence speaks volumes about this ineffectual life, where we 
suffer, laugh, cry and still live to tell the tale. 
However, to categorize the works of Beckett as completely 
bleak and without hope would be unjust as Kathryn White insists 
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"Beckett's world of desolation and despair can be difficult to confront 
because it does encapsulate 'how it is' to be alive. However, to describe 
his work as depressing is to fail to appreciate the truthfulness of his 
message, the moving quality of his words and, of course, the comic 
element in his work, which is found in both drama and fiction."^ 
Beckett's sky may be filled with the clouds of sufferings but not without 
a silver lining of hope trying to break in and give way to joy and 
happiness. Within this consciousness all we can do is to resume our acts 
and our lives fully aware of the world's absurdity, happy in accepting the 
crushing responsibility of giving the world a meaning that comes solely 
from ourselves. If existentialism was the philosophical model of a 
universe that has lost its meaning and purpose, then the Theatre of the 
Absurd was one way effacing up to that universe. 
^ White, K. (2009). ^eckeii and Decay. New York: Continuum International Publisfiing 
Croup, p.2. 
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